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TAKDiM 


Insanlik tarihi, akil ve diijiince sahibi bir varlik olan insamn kurdu- 
gu medeniyetleri, medeniyetler arasindaki ilijkileri anlatir. Insan, zihni 
faaliyetlerde bulunma kabiliyetiyle bilim, sanat ve kiiltiir degerleri tire- 
tir, iirettigi kiiltiir ve diifiince ile de tarihin aki§ina yon verir. 


Medeniyetler, kiiltiirler, dinler, ideolojiler, etnik ve mezhebi anlayi§- 
lar arasindaki ili§kiler kimi zaman ^atijma ve ayri§malara, kimi zaman 
da uzlajma ve i§ birliklerine zemin hazirlamijtir. 

Insanlann, toplumlarfn^e^devbstkirijk'^giicti, iirettikleri kiiltiir ve 

medeniyet degerlerinin varhgiyla/6lciilmii§tiir. Ipisanoglu olarak daha 

aydinlik bir gelecekr4n§a ede,bilm£rni^ insanligm ortak degeri, ortak 

mirasi ve ortak kazarrjmi olan^kultp/v^fnedeniy^tjdegerlerini gelijtire- 

_ ) / 

bilmemizle miimku^diir. / 


Bizler, Selcuklu’daffOsmapli’y^ ve £umhunyfet’e kadar biiyiik dev- 


letler kuran 
bir medeniyet 


T -^ ^ ' 

n bir milletiz.^ix biiyiik-d'evlehgelyneginin 

iyet ve kiiltiir tasavWirp ^Wiktadin 


arkasinda biiyiik 


Ilk insandan giiniimiize kadar gok kubbe altinda gelijen her deger, 
hakikatin farkli bir tezahiirii olarak bizim i$in muteber olmujtur. Islam 
ve Tiirk tarihinden siiziiliip gelen kiiltiirel birikim bizim i^in biiyiik 
bir zenginlik kaynagidir. Bilgiye, hikmete, irfana dayanan medeniyet 
degerlerimiz tarih boyunca sevgiyi, ho§g6riiyii, adaleti, karde§lik ve da- 
yani§mayi on planda tutmujtur. 


Gelecek nesillere kar§i en biiyiik sorumlulugumuz, insan ve alem 
tasawurumuzun temel bile§enlerini olu§turan bu e§siz mirasin etkin 
bir jekilde aktarilmasim saglamaktir. Bugiinkii ve yarinki nesillerimizin 
geli§imi, ge^mijimizden devraldigimiz biiyiik kiiltiir ve medeniyet mi- 
rasinin daha iyi idrak edilmesine ve sahiplenilmesine baghdir. 







Felsefeden tababete, astronomiden matematige kadar her alanda, 
Medine’de, Kahire’de, §am’da, Bagdat’ta, Buhara’da, Semerkant’ta, 
Horasan’da, Konya’da, Bursa’da, Istanbul’da ve cografyamizin her ko§e- 
sinde iiretilen degerler, bugiin turn insanhgin ortak mirasi haline gel- 
mi§tir. Bu biiyiik emanete sahip pikmak, bu biiyiik hazineyi gelecek 
nesillere aktarmak oncelikli sorumlulugumuzdur. 

Yirmi birinci yiizyil diinyasina sunabilecegimiz yeni bir medeniyet 
projesinin dokusunu orecek degerleri iiretebilmemiz, ancak sahip oldu- 
gumuz bu hazinelerin ve zengin birikimin i§lenmesiyle miimkiindiir. 
Bu miras bize, tarihteki en biiyiik ijim ve dii§iince insanlarinin geni§ 
bir yelpazede iirettikleri e^iedatW^^pk cefitli alanlarda ve disip- 
linlerde medeniyetimizin en zengitf ve benzersiz metinlerini ihtiva eden 


bu eserlerin korunma^i, tercipme ya da/tipkibaSim yoluyla iflenmesi ve 
etkin bir §ekilde yeniden inja^fil^idsi^Buyuk TtTr|dye Vizyonumuzun 
onemli bir parpasidn'Bu dogrpfrudi y^pilacak cath/§malar, hie §iiphesiz 
tarihe, eedadimiza, gelecek nesillere ve insanhga^sunacagimiz eserleri 
iiretmeye yonelik fikrf^abalarir) hajtlasi/tflaeaktir. Her alanda oldugu 
gibi bilim, dii§iince, kflttpf ve^sanat-akril§.nnda da eser ve i§ iiretmek 
idealiyle yeniden ele almmaya, flgt gormeye, kaynak olmaya bajlayan 
bu hazinelerin ulkemize ve turn insanhga hayirlar getirmesini temenni 
ederim. Aziz milletimiz, bu kutsal emaneti yiicelterek muhafaza etmeyi 
siirdiirecektir. 


Recep Tayyip Erdogan 


Ba$bakan 





FOREWORD 


The history of humanity tells the story of the civilizations founded 
by human beings those creatures possessed of a mind and of thought 
as well as of the relationships between civilizations. Human beings 
make use of their ability to engage in intellectual activity in order to 
create scientific, artistic, and cultural values, and with the culture and 
thought that they produce, they give direction to the flow of history. 


Relationships among^ civUiz'ajtlqtfs^ ipultures, religions, ideologi¬ 
es, and ethnic and sectarian sensibilities mave laid the groundwork 
now for conflict and disinte^ratifjhf and nowTer reconciliation and 
cooperation. ^ •/ / / '/ ■ 

r-\ / / / 

The strength ofgeoples, societies,'and statSAias been measured 
by the presence of thevalues jpropuce^ in theifiEulture and civilizati¬ 
on. As human beings, it i? only / po$siblpdof us to build a more enligh¬ 
tened future by enabling the-^gyejlp^rheirt of those values of culture 
and civilization that are the common values, the common heritage, 
and the common yield of humanity. 


We are a people who have founded great states, from the Seljuks 
on to the Ottomans and the Republic of Turkey. Lying behind this 
great tradition of states is a great vision of civilization and of culture. 


From the time of the first human up until our present day, every 
value that has arisen under the heavens has been recognized and res¬ 
pected by us as a different manifestation of truth. And for us, the 
cultural riches that have been distilled down through Islamic and 














Turkish history represent a great source of wealth. The values of our 
civilization are based on knowledge, wisdom, and scholarship, and 
throughout history have always accorded importance to love, toleran¬ 
ce, justice, fraternity, and solidarity. 

Our greatest responsibility toward future generations is to ensure 
the effective transmission of this unparalleled heritage that constitu¬ 
tes the fundamental components of our vision of humanity and of 
the world. The continued progress of the generations of today and 
of tomorrow is intimately connected with a better comprehension 
of and a stronger claim o^H-hVgrea^he^acy of culture and civilization 
that has been bequeathed 1 6 us frpm otfr jSdst. 


In every area of enjdeavor y dfompbilosophy'to medicine and from 
astronomy to mathcjnatics, jphe y^lu^s^fishionS^j in every corner of 
our geography in Medina, ir/Caliifo, hfTDamascus, in Baghdad, in 


Bukhara, in Samarkand, in Khorapan^in Kony^/in Bursa, in Istanbul 
have today become thecqmmpfi hyritag/pf all of humanity. Our first 
responsibility is to lay cl^im-t6^php_ / gts'aFtrust and to pass this great 
treasure on to future generations. 

Our ability to produce values that will weave the fabric of a new 
civilizational project that we can present to the 21st-century world 
is only possible through cultivation of the treasures and rich legacy 
that we possess. This heritage presents us with a broad range of works 
produced by the greatest scholars and thinkers in history. It is an im¬ 
portant part of our Great Vision for Turkey to protect and preserve 
such works, which contain the richest and most unique texts produ¬ 
ced by our civilization in a great variety of fields and disciplines, and 











we must also cultivate these works and actively reconstruct them by 
means of translation and facsimile reproduction. Accordingly, there is 
no doubt that the studies to be done in this regard will be the product 
of intellectual efforts aimed at producing work that we may offer up 
to history, to our forebears, to future generations, and to humanity as 
a whole. It is my wish that these treasures - treasures which, with the 
ideal aim of producing works and work in the fields of scholarship, 
thought, culture, and art as well as in all other fields, will begin to 
be considered anew, to receive new interest, and to serve as resources 
- will bring great benefits nojmnly jtp pur own country, but to all of 
humanity. Our sacred land^rfd^ebpi^/^li continue to exalt and to 
preserve this holy trust. ^ / / 


■i / ' ' 

[ / R fep kfayyip Erclogan 

^PrimeMiijister of the Republic of Turkey 

' ' / / /r. . 
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ONSOZ 


Asirlar boyu bir diinya devleti olarak 90 k geni§ bir cografyada 
adaletle hiikmeden ve insanliga tarihi zamanin bir ilkbahar mevsimi 
gibi kalici giizellikler sunan biiyuk |Osjnanli Tiirk Cihan Devletinin 
giiclii padijahi Fatih Sultan.Mehm e d^J/4- 1481 ydlari arasinda 
ya$ami§ ve otuz iki yil devleti yafjepnijtir. 


Tarihin kaydettigi en onemli/donufhmlerctefi birinin ba$langici 

| z' / / r i 

durumundaki kutGifethi gercyklepirep/Fatih Sultan Mehmed kud- 
retli bir hiikumdargbuyuk bir siya;et dehasi vcbnuzaffer bir komu- 
tan oldugu kadar; kiikhr, sarlat^ve edekiyatta da ismini altin harflerle 
tarihe yazdirmi? entelefctHel b^irjaKp^C^kiivVetli bir §airdir. 


Kendisi de bir §air olan Sultan II. Murad’in oglu Fatih Sultan 
Mehmed, devrinin en giiclii ilim, fikir ve sanat adamlanmn elinde 
yeti§mi§; asil ruhu Devlet-i Aliyye’yi besleyip giiclii bir 9 m ar gibi 
ayakta tutan ihtijamh ve engin kiilturiin hamuru ile yogrulmu§, bir- 
90 k Dogu ve Bati lisanma vakif; matematik ve miispet ilimlerde, 
felsefede ve edebiyatta soz sahibi bir sultan dir. 


Fatih Sultan Mehmed’in §airlik yonii ile ilgili bilgilere devrin tez- 
kirelerinde ve nazire mecmualarinda rastlandigi gibi, onun yazdigi 
jiirlerin bir kismim ihtiva eden yazma bir Divan-i Sultan Muham- 
med niishasi da kiiltiir varliklarimizin en degerlilerinden biri olarak 
bugiin elimizin altinda bulunmaktadir. 





| Fatih Divdm ve §erhi - Onsoz 


§iirlerinin tamami heniiz ele gecirilememi§ bulunan Fatih’in §iir 
mednleri ile ilgili bilinen tek niisha, bugiin Fatih Millet Kiitiipha- 
nesi Yazma Manzum Eserler kismi No. 305’te kayitli bulunan, Ali 
Emiri Efendi’nin bagijladigi yazmadir. Umumiyetle gazellerden 
olu§an bu yazmayi Ali Emiri kendi el yazisi ile iki defa kopya etmi§ 
ve ilim alemine de bu yazmayi yine kendisi tamtmi§tir. 


Fatih’in bazi §iirlerini ilk defa derli toplu bir jekilde yayimlayan 
Dr. Georg Jacob’dur. Onun, icindcki jiirlerin biiyiik boliimunii 
Uppsala Krallik Universitesi Kiitiiphanesi’ndeki bir yazma mecmu- 
adan kopya edip bir kisminf da' Hazy tezkire ve tarihlerden alarak 
1904 yilinda Berlin’de bastirdigi^bu dfviiikslinda ufak gapli bir ga- 
zeliyattan ibarettir. 


/ 


Fatih’in $iirlerinrri ne$ri ilydlgtlfikirici kitap. Fethin 500. yili mii- 
nasebeti ile Saffet jSitki (Bilnfen)’fn kazirladiglive 1944’te basilan 


Fatih Divdm , Ali Etniri’nin^Miljelt Kirt:iiphatlysi’ndeki yazma niis- 
hadan yaptigi kopyalafclan ya^rl^tfilajdlcfh'azirlanrmjtir. 

Upline Li Fatih Divdm yayinrisje-yine Fethin 500. yili miinasebeti 
ile Kemal Edip Unsel (Kurkcuoglu)’in hazirladigi, Fdtih’in §iirleri 
adh kitaptir. 1 1946 yilinda Tiirk Tarih Kurumu Yayinlari arasinda 
gikan bu kitap tamamen Ali Emiri niishasina dayanmaktadir. Ba$ka 
yerlerden de 10 parga ilavesi ile fiir sayisi 87’yi bulan ve ilmi ba- 
kimdan en sihhatli ne§ir olan bu kitap, transkripsiyonlu bir yayin 
olmakla kalmaz, aym zamanda Ali Emiri yazma niishasimn faksimi- 
lesini de ihtiva eder. 


1 Kemal Edip Unsel, Fdtih’in §iirleri, Tiirk Tarih Kurumu Yayinlari, Ankara 
1946. 
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nca nazire mecmualannda tespit edilip de Millet Kiitiiphanesi’ndeki 
yazma niishada bulunmayan §iirler de metne dahil edilmi§tir. Avni 
Divam yayinlarinda Fatih Sultan Mehmed’e ait oldugu ileri siiriiliip 
de, gerek kaynaklarin belirttigi ^e^itli §iipheler ve gerekse iislupla- 
rindaki 90 k bariz farklilik sebebi ile bazi fiirler metne almmamijtir. 
Bunlarin onemli bir boliimii Sultan III. Mehmed’e ait §iirlerdir. 

§imdiye kadar ger^eklejtirilmi? en ciddi ve ilmi Avni Divam ya- 
yim olan Kemal Edip Unsel’in kitabmda ge^en (ve sonraki na$irle- 
rin de aynen tekrarladigi) bazi okuma ve degerlendirme hatalari ile 
bizzat merhum Onsel’in,istifisal|i-' l^ata^i. olarak nitelendirdigi ancak 
bizim okuma hatasi oldugtfnu tespit ertigith iz hususlara metnin dip- 
notlannda ve izahlarinda i§aret entile re k bunla^m dogru okunu§lari 
verilmeye cali^ilmijtfr. '/ ' / ' / ^ 


Klasik edebiyatnmzin sist^mihe ve^arka plahinda bulunan 90 k 
koklii ve zengin kiilturiin haitikajine yiiifuz edijcmedigi i 9 in §iirleri- 
nin anla$ilmasmda gadr^ ugr^yan/div£fi #airlerimiz gibi, Fatih Sul¬ 
tan Mehmed’in §iirleri cfe bufrija Jitjceiilderreile anla§ilamami§ ve bu 
sebeple hatta biiyiik sultan hakkinda tarihi ger 9 eklerle asla bagda§- 
mayan soylemler geli§tirilmi§ tir. Biitiin bir divan §airleri kadrosu- 
nun ortak iislubu olan hakikat-mecaz paralelligi hususu goz oniin- 
de bulundurulmadan bu fiirleri anlamak ve bunlardan toplumsal 
hayata, §airin dii$iince, inan 9 ve davram§ hususiyetlerine dair kesin 
hiikiimlere varmak miimkiin degildir. §airlerimiz bu 90 k geli§mi§, 
dallamp budaklanmi§ ve sonsuz 9 e§itlilik i 9 erisinde kli§ele§mi§ es- 
tetik sisteminin tamdigi imkanlardan hiiner gostermek maksadi ile 
yararlanmakta, bazi dii§iince ve estetik kaliplarim kullanarak §iirde 
inceligi, ba^anyi ve orijinaliteyi yakalamaya 9 ali§maktadirlar. Yoksa 
biitiin bunlari jairin duygu, inan 9 ve davramjmin ger 9 ek 9 izgileri 
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gibi okumak ve onlardan sanatkarin diinya gorujiinun net fotogra- 
fini yakalamak miimkiin degildir. 

I§te biz biitiin bu gergekleri goz oniinde bulundurarak Fatih Sul¬ 
tan Mehmed’in jiirlerini nesre gevirdik ve gerekli gordiigiimiiz be- 
yitlerin §erhlerini yaptik. Kimisini uzunca saydabilecek bir zaman 
periyodu icerisinde ve bazilarim boliimiimiizde gorev yapan degerli 
meslekta$larimla tartijarak anlamaya ve §erh etmeye galijtigimiz be- 
yitlerin bize gosterdigi gercek §udur: Fatih Sultan Mehmed’in gerek 
edebi §ahsiyeti ve gerekse kijisel ozellikleri ile ilgili olarak ileri siirii- 
len fikir, dii§iince ve tespkler oirurr^er,cek kimligini yansitmaktan 
gok uzak sathi degerlendirfnelerden vtj^^kkiilasyonlardan ileri git- 
memektedir. 

/ / / 

Daha once Fatih Donenytl(0tui/AtIasi igin kaleme aldigimiz 
“Fatih Sultan Mehmed Divafh’mh Tiddili” yaz/si ile Fatih Divam 
ve §erhi adli bu galt^mamn ortajjji cikardigi hiltjuslari joylece sirala- 
yabiliriz: 

1. (^ok kuwetli bir egitirh %lrmf, Dirgok lisan bilen, zamaninin 
biitiin ilmi, kiiltiirel, felsefi, siyasi ve entelektiiel birikimine sahip 
kudretli bir padijah olan Fatih Sultan Mehmed’in fiiri bu yiiksek 
bilgi ve kiiltiir yiikii ile birlikte biitiin bir klasik Tiirk edebiyatimn 
son derecede geli§mi§ ve neredeyse miikemmele ula§mi§ muhteva 
birikimini giiglii bir jekilde yansitmaktadir. 

2. Hacim olarak ancak kiigiik bir divan olujturan bu §iirler duy- 
gu ve diijiince bakimindan oldukga geli§mi§ bir sanatkar §ahsiyeti- 
nin renkli, samimi ve orijinal yansimalanm ta$imaktadir. 
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3. Beyitlerde ve misralarda, biiyiik bir cihan devletini yoneten, 
Dogunun padijahi oldugu kadar Batinin da kayseri olmaya azmet- 
mi§ bir hiikiimdarin bu yiiksek jahsiyetinin sanatkarlik ve soz sul- 
tanligi ile bir kat daha gii^lenmi? pariltdi akisleri de kendini hisset- 
tirmektedir. 


4. Gerek devrinin biiyiik §airleri ve gerekse biitiin bir klasikTiirk 
edebiyati jairler kadrosu icerisinde yapilacak ciddi ara$tirmaya da- 
yali bir mukayese sonucu, §air Avni’nin, hi^ de telaffuz edildigi gibi 
“orta derecede bir §air” olmayip; aksine, hayal ve bilgi acisindan 90 k 
yonliiliik ozelligi tajiyan^isliibu go^b^ijnde bulundurulacak olursa; 
emsallerinden geri kalmayin, birinci druE'sanatkarlar arasinda sayi- 
labilecegi soylenebilir. ^ F~ 

5- Avni’nin §iirijtlasik Tpflt ydebjyarinin olanca bilgi, kiiltiir ve 
estetik birikimini ^tiin giiciflle yansittigi kadat, tasawufun ve ta- 
sawuf ile ilgili biittin- hususjarinj rtiecazi dii^iinceyi, sembolizmi ve 
hatta alegoriyi besleyin (etldlgfin^/de/Sopuna kadar acpktir. Onun 
jiirlerinde sevgili, sevgiliye ait4?ii t tin dbede in giizellik unsurlari, §a- 
rap, meyhane, kilise, put, ziinnar, saki, sultan, kole v.b. gibi maddi 
degerler, bir taraftan diinyevi (ger^ek) nitelikleri ile boy gosterirken; 
diger taraftan da tasawufi (platonik) diijiince diinyasina ait mecaz 
ve sembolizm unsurlari olarak karjimiza cikarlar. 


6 . Avni’nin §iirleri te§bih, te§his, mecaz, kapali ve a^ik istiare, 
telmih, hiisniitalil, iham (tevriye) gibi sanat ve ifade iisluplari acpsin- 
dan da §a$irtici bir zenginlik ta§imaktadir. 

7. Avni hacimce kiiciik ama tajidigi edebi ve estetik deger baki- 
mindan ihmal edilemeyecek onemdeki bu divani ile edebiyat tarihi- 
mizde miistesna bir yere sahip giiclii bir sanatkardir. 
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8. Fatih Sultan Mehmed’in oldukc^a renkli dii§iince, kiiltiir, ta- 
sawuf, felsefe ve estetik i§iklari saijan ^iirlcri kudretli bir hiikiimdar 
§ahsiyeti ile giicjlii bir sanatkarlik ve §airlik kimligini biitiinlejtirerek 
bizim devlet anlayijimizin hangi temeller iizerinde yiikseldigi husu- 
sunu da a^ikliga kavujturan belgeler durumundadir... 

Tiirkiye iiniversitelerinin Edebiyat Fakiiltesi Tiirk Dili ve Edebi- 
yati Boliimii ogrencileri ve kiiltiir ve edebiyat meraklilarinca ilgi ile 
okunan Fatih Divdm ve §erhi kitabimizin elinizde bulunan bu son 
baskisi biiyiik fethin 561. Yildoniimiinde Ingilizce ^evirisi ile birlik- 
te giizide kurulu§umuz ’JtirkiyefY^zn^a Eserler Kurumu Ba§kanligi 
tarafindan bir devlet ve rfiedeniyet g£>nM anlayi$i dogrultusunda 
basilmi§, Fatih Sultan Mehmed Vydniyiik feth^-armagan edilmijtir. 

Avni DivanimxrFAiWzt ^a£mVhs^6^utuphanesi AE MNZ No. 
305'te kayitli yaznya-niishasimh tipkib^simim da^eren kitapta Fatih 
Sultan Mehmed’in Topkapi^arajrMjizesinckjJpulunan ozel e$yalari 
ile biiyiik sultana ait brijinal port)# v^Ypiriyaturlerin de renkli bas- 
kilan bulunmaktadrr. ^ ---I"z) ' 

Kitap, diinyamn gelmij gecmi§ en biiyiik ve en vasifli hiikiim- 
darlarindan biri olan Fatih Sultan Mehmed’in mill! ve milletlerarasi 
kiiltiir, medeniyet ve edebiyat cevrelerinde dogru bir §ekilde tam- 
tilmasina; asirlarca diinya sulhiiniin teessiisii i§ini kendine misyon 
olarak se^mi? bulunan devlet-i ebed-miiddetimizin evrensel hak, 
adalet, ilim, estetik ve iman degerleri iizerinde yiikseldigi gen;egi- 
nin ortaya ciki§ina kendi cjapinda hizmet amaci ile ger<;ekle§tirilmi§ 
bulunmaktadir. 


Fatih Divam ve §erhi adli kitabimizin bu baskismin, bajkam 
oldugu Tiirkiye Yazma Eserler Kurumu’nda yapilmasim biiyiik bir 
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memnuniyetle kabul edip bu konuda hi<jbir fedakarliktan ka^inma- 
yan sayin Prof. Dr. Muhittin Macit’e ve fx-viri ve Yayim Dairesi Ba^- 
kan 1 Yrd. D 09 . Dr. Ferruh Ozpilavci’ya; baski siirecinde ciddi 9 aba 
harcayan Ismet Ipek’e tejekkiirlerimi sunuyorum. Kitabin Ingiliz- 
ceye 9 evirisi gorevini biiyiik bir ozveri ile iistlenen ve bunu ger 9 ek- 
ten kutlanacak bir ba§ari ile gercekle^tiren Bilkent Universitesi Turk 
Edebiyati Anabilim Dali doktora ogrencisi Michael D. Sheridan’a 
da ayrica te§ekkiir ediyorum. 

Bu kitabi, biiyiik fethin 561. yildoniimiinde, insanligin ufkunda 
bir giine§ gibi parlayan o kudu fet|rr j^ercekle^tirerek aziz lstanbul’u 
bize ebedi varan yapan Fafih Sujtan K/teliined’e ve onun miibarek 
askerinin aziz haurasina na 9 izanerj?fr armagarvblarak takdim ediyor; 


onu rahmet ve mimjetle zmypruay 


hammet^Nur DOGAN 


/ / 

















PREFACE 

Sultan Mehmed II - known as j‘the Conqueror” - was the ruler 

- jJ r J I*' 1 ” 

of the great Ottoman Empir-ef Whichf/vyas for centuries a world 
power, governing justly over a broad geography and, as if it were 
a historical springtipie, bequeipinqg to humanity many lasting 
beauties. MehmedTI lived f/rr/43/o l48T^and held the helm 
of state for thirty tWo of tho^e years./ — j 


The great conquest that Mejimecl II catfiyd out served as the 
beginning of one of the |mos/gpific//ransformations in world 
history. Mehmed II hinhself/wy^ not, on /1 strong ruler, a great 
political genius, and a victorious military commander, but also - 
and to the same degree - an intellectual figure and powerful poet 
who inscribed his name in history in golden letters in the fields of 
culture, art, and literature. 

The son of Sultan Murad II, who was also a poet, Mehmed II 
was brought up in the care of his era’s greatest scientists, think¬ 
ers, and artists; his noble spirit was molded by the profound and 
magnificent culture that nurtured the Sublime Ottoman State and 
kept it standing as strong as a great plane tree; he was a sultan fa¬ 
miliar with several Eastern and Western languages and well versed 
and fully capable in mathematics and the demonstrative sciences, 
in philosophy, and in literature. 
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use of All Emins copies of the handwritten manuscript in the 
Millet Library. 

The third publication of Mehmed II’s collected poems was 
the book entitled Fatih’in §iirleri (The Poems of the Conquer¬ 
or), edited by Kemal Edip Unsel (Kiirktjiioglu), also as part of 
the festivities surrounding the 500th anniversary of the conquest 
of Constantinople. 1 2 This book, which was published in 1946 by 
the Turkish Elistorical Society (Turk Tarih Kurumii), is based en¬ 
tirely on Ali Emiri’s copy. It incorporates 10 additional pieces from 
other sources, bringing the total number of poems to 87, and has 
the soundest scholarly basisAf dllJthq early editions, including not 
only a transcription, but Tlso a^facsiinilUof the Ali Emiri manu¬ 
script. 

The fourth study dealin^Avfph flxfpoetryArf Sultan Mehmed 
II was the book Ffrtih ve §iirlpri (TheX^onqueror and His Poems), 
published in 19927^ This publication was coifed by Ahmed Ay- 
mutlu, and includes pifose tfansdations/if ,eacli of the couplets. 

Bearing in mind theTdefyc^ pf( publication and prose transla¬ 
tion that have accompanied the collected poems of Sultan Mehm¬ 
ed II, who is among the greatest geniuses of Turkish history and 
literature, I considered publishing a new edition of the poems, 
together with a new commentary, that would better reflect the 
intellectual, literary, and political understanding of this great fig¬ 
ure and his era. The specific event that provided the impetus for 
this project was a request by my colleague Prof. Dr. Necat Birinci, 
who once served as undersecretary to Turkey's Ministry of Na- 


1 Kemal Edip Unsel (Kiirkciioglu), ed. Fatih’in §iirleri. Ankara: Turk Tarih 
Kurumu Yayini, 1946. 

2 Aymutlu, Ahmed, ed. Fatih ve §iirleri. Ankara: Milli Egitim Bakanligi 
Yayinlan, 1992. 
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tional Education ( Milli Egitim Bakanhgi). Prof. Dr. Birinci asked 
me if I would provide an analysis of Mehmed II’s collected poems 
for a proposed Fatih Donemi Kiiltur Atlasi (A Cultural Atlas of 
the Age of Mehmed II), to be published by the Foundation of 
Service to Turkish Culture ( Turk Kiilturiine Hizmet Vakfi). Having 
completed this roughly fifty-page analysis, and so as to establish 
how important a place Mehmed II actually occupies in the field 
of classical Ottoman poetry, I felt a powerful need to undertake 
a prose translation of the poems using modern language, as well 
as to provide a commentary elucidating the poems’ cultural, aes¬ 
thetic, historical, intellectual', ryli^fous, mystic, and philosophical 
contexts. The first editioqx)Ffhls~hooJ^Vas thus the result of that 
initial encouragement and waWpyompted by the deep gratitude 
and indebtedness Ifelt toward tne gfeat sultarr. 


In preparing the; text or ^vnis collected pdems, the copy that 
was used as a basi^was the manusfcript numbered “Manzum 305” 
and located in the Millet Manuscript Librafy? All of the poems in 
this manuscript were tyk^i iirdrddr, afpHqertain poems not found 
in the Millet Manuscript Lihiraryj ggpy Were added to the text after 
combing as much as possible through collections of parallel verse 
{nazire), which are one of the most important treasuries of clas¬ 
sical Ottoman poetry. Certain poems that, in previous editions 
of the collected poems of Avni, have been attributed to Sultan 
Mehmed II have not been included in the current edition owing 
either to various doubts concerning their source or to very obvious 
stylistic differences. Several of these poems in fact belong to Sultan 
Mehmed III. 

The most serious and scholarly edition of Avni’s collected po¬ 
ems to date has been that published by Kemal Edip Unsel, and 
several of the mistakes in transcription and interpretation found 
in that volume were repeated in subsequent publications; however, 
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we have determined that certain mistakes that the late Mr. Unsel 
attributed to scribal error are in fact his own errors of reading and 
transcription, and have attempted, in the notes to the text and to 
the commentary, to indicate these and provide correct readings. 

Much like the many classical Ottoman poets who have suf¬ 
fered an injustice through readings of their poems that make no 
attempt to delve into the rich and many-rooted cultural truths of 
the classical Ottoman poetic system and its background, the many 
subtleties of the poems of Sultan Mehmed II have not yet been un¬ 
derstood in full, and it is for precisely this reason that many claims 
have been advanced cortcerning'tHis great figure that do not, how- 
ever, accord with historical trudi. If one’does not take into con¬ 
sideration the parallelism established bctwc<yfiact and figuration, 
a parallelism that forms the^basjs pCtbt stylefof all classical Otto¬ 
man poets, then qlBjr simply cannot rujiy understand these poems, 

. .... .. • .. . i- I . .1. _• i 


nor can one arrived any firm opinions regarding either the social 
life that forms the tpntext/of the poems orfhe poets’ thoughts, 
beliefs, and attitudes. What dassidal 0tt6pian poets were attempt¬ 
ing to do was to take advan/agfc fqfitfee'possibilities provided by a 
highly developed aesthetic system steeped in a dizzying array of 
rich tropes in order to showcase their own personal talent, and to 
utilize relatively settled intellectual and aesthetic molds in order to 
successfully capture in verse a certain subtlety and originality. If, 
on the contrary, we attempt to read these poems as clearcut mani¬ 
festations of their poets’ feelings, beliefs, and attitudes, hoping to 
obtain a clear picture of their worldview, we will find that this is 
an impossible task. 

It is for this reason that, bearing all of these facts in mind, 
I have undertaken to translate into prose the poems of Sultan 
Mehmed II and, where necessary, to provide commentary. My at¬ 
tempts to understand and explicate these couplets, over a long 
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period of time and often in collaboration with my much-valued 
departmental colleagues, have taught me this: the many thoughts 
and assertions thus far advanced concerning Mehmed II, whether 
in terms of his literary character or his personal qualities, provide 
us with nothing more than speculation and superficial interpreta¬ 
tions that reflect nothing of his true identity 

We can list as follows the points raised both by this study and 
by my previous study, entitled “Fatih Sultan Mehmed Divam’mn 
TahlilF (An Analysis of the Collected Poetry of Sultan Mehmed 
II) and written for the publication Fatih Donemi Kultur Atlasi (A 
Cultural Atlas of the AgemfMdhiiie^ ^1): 


(■> 


1. Sultan Mehmed II was a.powerful" sultan who had received 


an excellent education, knejv seyeraj/ languages', and was versed in 
all of the scientific^pultural^hildsopfncal, perfjtical, and intellec¬ 
tual knowledge oftris time, ap'd hts ppetry - which incorporates all 
of this knowledge £nd all of thesj cultural facets - is a strong reflec¬ 
tion in terms of content of the whole cTclassical Turkish literature, 
in its most advanced arpPevep virtu^llyp^yfected form. 

2. Though they make up only a relatively small volume, these 
poems, in terms of their emotional and intellectual content, reflect 
the vividness, intimacy, and originality of a quite highly developed 
artist. 

3. In these verses and couplets, this noble figure of a ruler who 
governed over a major world power and who aspired to be a West¬ 
ern emperor as much as he was an Eastern sultan truly makes his 
presence felt through his scintillating mastery of art and of the 
word. 

4. Whether it is in comparison, on the basis of serious study, 
with the great poets of his own time, or with all of the poets of 
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classical Turkish literature, the poet Avni is not - as has so often 
been said - merely “a mediocre poet”; on the contrary, if we take 
into account his style, with its multifaceted expressions of imagi¬ 
nation and of knowledge, we can truly say that he does not lag 
behind his counterparts, but can in his own right be spoken of in 
the same breath as other first-rate artists. 

5. Avni’s poetry not only fully reflects classical Turkish poetry’s 

intellectual, cultural, and aesthetic richness in all its glory, but is 
also fully open to influences that nurture Sufism and all that is 
related to it, and that nurture figurative thought, symbolism, and 
even allegory. In his poems, wefstiff yueh elements as the beloved, 
the physical beauty of th^beloved, \nne, i the tavern, the church, 
idols, the cincture, the cupbearerAhe sultan^^nd the slave take on 
not only their worldly (factj«^),^ignifj£ance, jSut also their figura¬ 
tive and symbolicrsfgnificancy in accprdance with the (platonic) 
conceptual systemTof Sufism. "T 

v-~. J . 

6. Avni’s poems af*? strikingly richer their use of such artistic 
and rhetorical elemerrt^/as ^imile % ^p^jsoifification, trope, meta¬ 
phor, allusion, poetic etiology^alcTambiguity. 

7. In terms of their literary and aesthetic value, Avni’s collected 
poems, though relatively small in number, are of a level of im¬ 
portance that cannot be ignored or denied, and show that he is 
a powerful artist occupying an exceptional place in the history of 
Turkish literature. 

8. The poems of Sultan Mehmed II are informed by and infor¬ 
mative of intellectual, cultural, Sufic, philosophical, and aesthetic 
pursuits, and add to the character of a powerful ruling figure the 
identity of an artist and a poet, thereby making them documents 
that shed light upon the foundations atop which the Turkish un¬ 
derstanding of the state and of government were erected. 
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The Collected Poems of Sultan Mehmed II, with Commentary has 
already been published in several editions and read with great in¬ 
terest both by students of Turkish language and literature in uni¬ 
versities in Turkey and by many others curious about culture and 
literature, with this latest edition that you hold in your hands be¬ 
ing published, together with an English translation, for the 561 st 
anniversary of the conquest of Constantinople by the Director¬ 
ate of the Foundation of Manuscripts in Turkey (Turkiye Yazma 
Eserler Kurumu Ba§kanhgi), in accordance with that foundation’s 
governmental responsibilities and duties toward civilization. It is 
humbly presented to SultamM^hrued II, the Conqueror, and in 
honor of his great conque^tT' 

The book incorporates notmtfly a full-pdlor facsimile of the 
unique copy of Sultan Mehm^cfn, or^AVni’s dp)an of collected po¬ 
etry, which is heldl^t the Millet Manuscript Ttbrary in Istanbul’s 
Fatih district, but $Iso full-color |r|productiohL'df some of Mehm¬ 
ed IPs private possessions frpm the Tbpkapi Mace Museum as well 
as of original portraits jthd mfniariire/pfptaining to the sultan. 

This work aims to presenTatl Tcatrate introduction of Sultan 
Mehmed II - who was surely one of the greatest and most talented 
rulers the world has ever seen - to a national and international 
audience of people interested in culture, civilization, and litera¬ 
ture. It is presented as a work of service by our eternal state, whose 
chosen mission for centuries has been the establishment of a world 
peace erected upon a foundation of universal rights, justice, sci¬ 
ence, aesthetics, and faith. 

On the occasion of this publication of The Collected Poems of 
Sultan Mehmed II, with Commentary, I would like to express my 
thanks to Prof. Dr. Muhittin Macit, the president of Presidency of 
Turkey Manuscripts Instutition, who happily accepted to publish 
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the work as part of the foundation’s activities and who was always 
most generous throughout the process; to Asst. Prof Dr. Ferruh 
Ozpilavci, the Director of the Foundation’s Office of Translation 
and Publication.; and to Ismet Ipek, who put forth a great deal 
of effort during the process of seeing the work through to print I 
would also like to thank Michael D. Sheridan, doctoral candidate 
in the Department of Turkish Literature at Bilkent University, for 
devoting himself to producing such a successful English transla¬ 
tion of the book. 

And on the occasion of the 561 st anniversary of the conquest 
of Constantinople, that^spicibu^cpnquest that shines like a sun 
on the horizon of humarffiy, I Jjumbly ^present this book to Sul¬ 
tan Mehmed II, who made thereat city pLdstanbul an eternal 
homeland for us, and to th$memorvof his blessed soldiers, and I 
commemorate Mehjned II wth aee^ratitudeand commend him 
to the mercy of G$d. I [ Tj 






/ / />, 

P/pf;. DU^/lnharrimet Nur Dogan 







gEViRMENiN ONSOZU 


Sultan II. Mehmed’in djyanmji ve Prof. Dr. Muhammet Nur 
Dogan’in bu divanda Bidunarr yiMe^tf ^onelik $erh 9 ah§masim 
ingilizceye 9 evirmek benim ^irPbijyiik bir onprdu. 

Sultan MehmecPin, I^ostantiijiy^yi fetjieden, dolayisiyla 
Tiirkiye’de genellikly “Fatilr adiyla im)an asker bir padi§ah olarak 
iinii elbette yerindgdir, ancal^bu (iurum, onflg' yonetim, bilim ve 
sanatlar alanlarindskd^ bender b^lrude mahafetli olu$unu golgele- 
memelidir. Bu 9 eviri 9 alfo 3 iasl / da^Sultdn!A^ehmed’in bir §air olarak 
sergiledigi beceriyi tngifizce/akdryaZifia'tlesine aktarmaya yone- 
lik bir 9 abadir. Bu 9 ah$maya giri$meden once, padijahin, ‘Avni 
mahlasiyla 90 k sayida ve 9 ogunlugu gazel bi 9 eminde §iirler yazmif 
oldugunu biliyordum, ancak pek olagandiji bir durum degildir 
bu: Pek 90 k Osmanli padijahi da aym b^imde fiir yazmi§tir. Bu- 
nunla birlikte, burada anilmasi gereken asd nokta, kendisini, hem 
Islam hem de Roma hukiimdarhk geleneklerinin devami ve va- 
risi olarak goren ve yiiksek kiiltiir dtizeyi gosteren hiikiimdarlarin 
olu§turdugu uzun bir silsileye ait kabul eden Sultan Mehmed’in soz 
konusu §iir yazma gelenegini Osmanli hanedanmda bilin 9 li olarak 
kuran ilk padi$ah olu§u ve bu tutum ve gelenegin kendisinden 
sonra gelen Osmanli padijahlarinca da siirdiiriilmesidir. Nitekim 





jiirlerinin olu§um siirecinde padijahin bu gah$maya biiyiik dik- 
kat gostererek emek verdigi, §iirlerde siklikla kar§ila§ilan mazmun, 
cinas ve telmih kullammlarinda ortaya gikan kuyumcu titizliginde 
i§lenmi§ ince ve karma§ik fiir yapisinda agikhkla goriilmektedir. 

Muhammet Nur Dogan’in bu agidan 90 k degerli ve onemli 
katkisi, Sultan Mehmed’in §iirleri iizerine yaptigi §erh gahjmasiyla, 
derinliklerinde sakli olan kiiltiirel birikimi okuyucu nezdinde 
agikhga kavu§turacak bigimde bu §iirlerde fiirsel olarak oriilmii? siki 
belagat ve anlam agim goziimlemesidir. Muhammet Nur Dogan’in 
gali§masi; kadim Islami §erh gelyncginin bugiin Tiirkiye’de hala 
canli ve yajamakta oldugunar iit-b/aretpr, ayrica II. Mehmed’i, 
hem bir §air, hem de kendi donefhijgin biiyiik ve geni§ bir kiiltiirel 
gabaya giri§mi§ birdrpkiimcjar ojdrak anlaminuza yapilmi§ onemli 
ve vazgegilmez birdrjatkidir.^/ " 

' * / I / / '—J 

§iirleri gevirirkep jairim ortaya / koydugtt^ soylemsel bigime 
miimkiin oldugunetf. bagly. kaljnaya gah^tuh, bunun yam sira 
jiirlerdeki Tiirkge (ve bifrkag/jferd^ Ajdpga ya da Farsga) soyleyiji, 
akici ve yine de “fiirsel’^i-E. 4%sii drtiyfh yakalamaya gaba goster- 
dim. §erh boliimlerinin gevirisinde ise, bu boliimleri okuyucu igin 
Ingilizcede olabildigince agik ve anlafihr kilmaya, bunu yaparken 
jerhin ortaya koydugu tiirlii anlam gejitlenmelerini oldugu gibi 
aktarmaya gayret ettim, bu nedenle gerekli kimi yerlerde geviriye 
kisa agiklayici eklemeler yaptim. Elbette gevirilerde bir hata varsa, 
bana aittir. 

Bilhassa Muhammet Nur Dogan’a, bana gevirirken biiyiik zevk 
ve egitim olanagi veren bu §erhi kaleme aldigi ve tiim geviri siire¬ 
cinde biiyiik nezaket gostererek siirekli yardim ve destegini eksik 
etmedigi igin jiikran borgluyum. Bana bu olanagi tamyan ve bu 
geviriyi gergeklejtirmekte ihtiyag duydugum bilgi birikiminin 





















TRANSLATOR’S PREFACE 

It has been a great privilege tp translate the collected poetry 
of Sultan Mehmed II, ^together witliJPtpf. Dr. Muhammet Nur 
Dogan’s commentary thereupon^^ ^ 

While Mehmecfs reputation asfa warrior-^nd the conqueror 
of Constantinople-findeedf in Turkey/ he is-most often referred 
to simply by the epithet Fatrfi, ‘ tine Conquejof”) is certainly well 
deserved, it should'rtpi obsqure/the fact thatdfe was equally versed 
in administration, sclia^shi^, add the 4^ts. This translation rep¬ 
resents an attempt to get aclcs/s ftp! 2d 'tnglish-speaking audience 
the skill that Mehmed displayed as a poet. Before undertaking 
this project, I was aware that this sultan, who wrote under the 
pen name ‘Avni or “the helper”, had composed a fairly significant 
number of poems, primarily in the lyric ghazal form - but this 
is par for the course: every Ottoman sultan worth his salt wrote 
poetry to one extent or another. This practice, however, was first 
consciously instituted by Mehmed, who saw himself as the heir 
of both Islamic and Roman traditions of sovereignty and as one 
in a long line of highly cultured rulers, a concept that was passed 
down to his successors as well. As such, he clearly put a great deal 
of work and care into the composition of his poems, which shows 
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in the often gem-like intricacy of their tropes, wordplay, and al¬ 
lusions. 

Muhammet Nur Dogan’s invaluable contribution through his 
commentary on Mehmed’s poems has been to unpack their dense 
network of rhetoric and meaning so as to reveal the depths of the 
cultural capital concealed therein. Not only does this show that 
the long Islamic tradition of explicative sharh (Turkish: §erh) re¬ 
mains alive and well in modern-day Turkey, but it also constitutes 
an important and even essential addition to our understanding 
of Mehmed II both as a person aijid as a ruler engaged in a wide- 
ranging cultural endeavor ofdrtcdkt/lajblg significance to its time 
and place, and beyond. 


In my translation of the / poems, \ have triecj to follow the orig¬ 
inals as closely as possible vmile r/ renclej;ing theiTurkish (and, in a 
few cases, the Arahrp and Pefsiaiji)f info a smooth but still “poetic” 


prose. As for the cbffiment^ry, ^ fra yd have attempted to make as 
clear in English as I wasf ableAvhjk refnaihing faithful to the vari¬ 
ous nuances of explication,-i^hjch^oft shme"occasions necessitated 
brief explicative additions of my own. It goes without saying that 
any errors that might exist in the translations belong to me and 
me alone. 

I am indebted above all to Muhammet Nur Dogan, not only 
for penning a commentary that was a joy and an education to 
translate, but also for his kind and constant aid and assistance 
throughout the translation process. I must also express my grati¬ 
tude to Mehmet Kalpakli, without whom I would have had nei¬ 
ther the opportunity nor a good portion of the knowledge nec¬ 
essary to make this translation happen. Thanks are also due to 
Robert Dankoff, who was kind enough to review some portions 
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of the translation and suggest corrections and improvements. And 
without the unfailing love and support of my beloved partner, Ru- 
kiye Aslihan Aksoy-Sheridan, not a single page would have been 
possible. 

It is my sincere hope that this English translation of the poems 
and commentary will make some contribution, however small, to 
our understanding of Sultan Mehmed II and his time. 

I dedicate this translation to the loving memory of my beloved 
aunt and godmother, Vicki Sheridan (nee Seidell), who passed 


away while the book’s final preparations were underway. 



Michael D. Sheridan 
Ankar%^5 May 2014 
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GiRi§ 

Sultan Muhammed Han bin Murad Han 
(Fatih Sultan Mehmed Han’in Hayati - Siyasi, 
Kultiirel ve Edebi §ahsiyeti) 

Hayati 

Osmanli devletinin altinci hiikumdari Sultan II. Murad’in dor- 
diincii oglu olan Sultan II. Mehmed, 30 Mart 1432’de Edirne sara- 
yinda diinyaya geldi. Ba§ta Franz Babinger olmak iizere bazi Batili 
ara§tirmacilar II. Mehmed’in" annesi ^Hiima Hatun’un Estella adit 
Yahudi asilli bir Italyan, hatta bir Frarfsi^prensesi oldugunu iddia 
etmijlerdir. Yerli kaynaklar ise Bpr^a’daki Haty-niye tiirbesinin kita- 
besine dayanarak ctryin Tiirk ve ivliKliknan oldugunu kaydederler. 
Ismail Hami Dani§n|iend ve/Feridun/Emecen’egpre ise, Fatih’in an- 
nesinin Edirne saraymda bir EariW oldugu diytndaki diger yakijtir- 


malarin dogru olma^ihtimali ner^deyse yoktur^Hiima Hatun, oglu 
Mehmed’in sancak beyli^deri^ye iljt sal^nati boyunca yamndan ay- 
rtlmamij fakat ikinci s'ajtanaytni goremederf 1449 yihnda vefat et- 
mijtir. - ' / ~ 

Sultan II. Mehmed’in pocukluk yillan Edirne saraymda gepti. 
Annesi Hiima Hatun ve siitannesi Hundi Hatun’un onun yeti§me- 
sinde etkin rol oynadiklan soylenebilir. Ilk egitimini de bu sarayda 
almi§ olan Mehmed’in saraydaki hocalan hakkinda kaynaklarda bil- 
gi yoktur. 

Sultan II. Mehmed 1443’te iki lalasi Kasapzade Mahmud ve 
Ni$anci Ibrahim Bey ile birlikte Manisa sancak beyligine gonde- 
rildi. Osmanli alimlerinin biyografilerini kaleme alan Ta$koprizade 
Isamiiddin Ahmed’in E$-§akayikun-Numaniye fi 'Ulemai'd- 
Devleti'l-Osmdniyye adli eserinde bu yillarda Mehmed’e hocalik ya- 
pan alimler arasinda Molla Giirani ve Molla Ayas’in adlari zikredilir. 
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Mehmed’in sufi Akjemseddin ile temasi ise 90 k daha sonra; bii- 
yiik ihtimalle ilk saltanati sirasinda ya da tahttan indirilerek yeniden 
Manisa’ya dondiigii doneme rastlar. 

Mehmed 1443 Ekim’inde agabeyi Alaeddin Ali (^elebi’nin ve- 
fati iizerine Osmanli tahtinin tek varisi oldu. (^ok sevdigi, yerine 
gecirmeyi du§undiigii hatta daha sonra yanma gorniilmeyi dahi va- 
siyet ettigi §ehzadesi Alaeddin’in olumiiyle derinden sarsdan II. Mu¬ 
rad tahttan ^ekilme dujuncesiyle 1444 baharina dogru Mehmed’i 
Edirne’ye ^agirdi. Aym yilin Haziran’inda Edirne’de Macar krali, 
Sirp despotu ve Elunyadi Yanoj’un (Yanko) elgileriyle ban? ant- 
la$masi imzalanirken Mehmed r bulundu. II. Murad bu- 

nun ardindan oglu MehmedTtahtageifirip Anadolu’ya yoneldi ve 
Yenijehir’de Karamanoglu ile kdndi adina ve yoglu Mehmed adtna 
bir ahitname imzakdi. Oradan dondukfen sonra Mihalic ovasinda 
kapikullari ve pa^aktf onunde^afjdrmresmen oglu Mehmed’e birak- 
ti. Kendisi Bursa cTvarinda zahitlerfe inzivaya £dpldi. 

Heniiz delikarikhk gagjndajci Mehmed’ih siyasi ve idari tec- 
riibeler edinmesindcy devlet/yopetriydi in onemini kavramasinda 
onemli yeri olan iki yilldc ill(f'^lj:ari%, dtinEmine ic ve di$ buhran- 
lar damga vurdu. Mehmed’in tahta ge«fi§i oncelikle hilafet makami 
olan Kahire’deki Memluk sultanligina, ayrica dogu smirlarindaki 
Timurlulara ve diger devletlere hirer ciilus mektubuyla bildirildi. 
Bu taht degijikligi Doguda bir bakima takdirle karjilamrken; Bati 
mihrakli kimi gelijmeler bu kararm kendileri agisindan isabetsizli- 
gini ortaya koyuyordu. Mehmed’in tahta cpktigim duyan Bizanslilar 
vakit kaybetmeden harekete gei;tiler ve ellerinde bulunan bir Os¬ 
manli §ehzadesini koz olarak ortaya cikardilar. Orhan adindaki bu 
§ehzade hem II. Murad hem de ogullarimn saltanati icin biiyiik teh- 
like olujturuyordu. Bir gorii^e gore, II. Murad sirf bu yiizden tahti 
Mehmed’e birakarak saltanatin kendi soyunda oldugunu tebaasi ve 
komju hiikiimdarlar nazarinda ispat yoluna gitmijti. Taht verase- 
ti iddiasiyla Incegiz’e kadar ilerleyen §ehzade Orhan, II. Murad’in 
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miidahaiesine gerek kalmadan §ehabeddin Pa^a’mn aldigi tedbirler- 
le durduruldu. Zor durumda kalan ve kendisine yandaj bulamayan 
Orhan, Mi dye’ye katjti, oradan da solugu Istanbul’da aldi. 

Diger taraftan Macarlarin Segedin antla$masim bozarak 18-22 
Eyliil’de Tuna nehrini a$malari Edirne’de panik yaratti. Bu sirada 
sonu kanli biten Hurufi ayaklanmasi padak verdi. Bunu takiben 
Edirne’de biiyiik bir yangin 91 kti. Bu kargaja ortaminda Macarlarin 
Vidin civarina indikleri haberinin gelifi iizerine Mehmed derhal ba- 
basina haber ula§tirilmasim emrederek $oyle dedi: 

“Tiz babama haber edip ve her nice miimkiin ise babami getirin ki, 

zira ol kiiffar iizerine gitmek lazumgeldi, amma bu Edirne yalmz 

olmaz. Birimiz bunda dturupj^ blr-iit/izjgitmek gerekdir.” 1 

Rumeli’ye gegmeye pek geSnhi olmayan/II, Murad, kendisi¬ 
ne haberi getiren Kasapzade" Mdnmud’un yb^yn israri, hatta yal- 
varmasi iizerine zcndja bir ypldulplvta^Tsonra Eciirnc’ye geldi; ancak 
karargahim §ehriri Tbyna kyrduJ §cbdbeddin; ye Zaganos Pa^alar, 
Mehmed’i ordununba$ina gegirmjk ve babaspry Edirne korumasin- 
da birakmak istiyorla^di. Faltat duruinyersine oldu: II. Murad ida- 
resinde hareket eden Osphanp orduyu tie"F^agli kuwetleri Varnada 
kar§ila$ti ve Hagli kuwetleri ba^gLrtta'ugradi. 

II. Murad, gelecegi icin tehlikeli olabilecegini diijiinerek oglunu 
tahttan indirmek istemedi; bilakis Edirne’de kaldigi sure icerisinde 
yaptigi ifleri onun adina gergekle§tirdi. Varna zaferine dair kom$u 
devletlere gonderilen fetihnamelerde dahi Mehmed’in adi yer aldi. 
II. Murad’in, Manisa’da yaptirdigi saraya cekilmesi ve boylece tekrar 
tahta gikmayacagimn anlajilmasi ile Mehmed igin gergek saltanat 
donemi ba$lami§ oldu. 

Mehmed’in alimlerle bir arada bulunma ve onlarm ilmi mii- 
nakajalarma katilma ah§kanhgi gii<flii bir ihtimalle bu ilk saltanat 

1 H. Inalcik-M. Oguz, Gazavat-i Sultan Murad b. MehemmedHan, Ankara, 
1978’den naklen Feridun M. Emecen, Fetih ve Kiyamet 1453, s. 105. 
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donemine rastlar. Molla Giirani ve Molla Hiisrev gibi yetkin hocala- 
rinin destegiyle huzurunda siklikla yaptirdigi ilmi toplantilar, onun 
hem devlet iylerinin dini bakimdan denetiminden sorumlu ulema 
gevrelerince benimsenmesini hem de yahsi bilgi birikimini takviye 
etmesini sagladi. 

Mehmed ve etrafindakilerin devlet merkezini Edirne’ye yon- 
lendirme siyasetleri bayarisizhga ugramiy; Edirne sarayma karyihk 
II. Murad’m “lyy ii iyret” alemine daldigi Manisa sarayi on plana 
cikmaya baylayarak devlette bir gift baylihk tehlikesi bay gostermiyti. 
Edirne sarayimn bazi sert politikalarmdan rahatsiz olanlar careyi II. 
Murad’a bayvurmakta bulnyor; Minima sarayi gerek diyaridan gelen 
yabanci misyonlar gerekse ArTado 1 udarEgden eski beylerle dolup ta- 
yiyordu. Mehmed bu duruma, g^reyiz, sessiz keenly olmalidir. 

Bazi kaynaklara-'gore, ejmfijida^ilgr onuirLsaltanatinin gelece- 
gini Istanbul’un nroptemel dethifme'gof meye hayladilar ve bu fikri 
gene sultamn zihnirie soktular. yejziriazam Qnjdarh Halil Paya ise 
agir Varna savayinddrr gikmiy ol^h deyletin bfij/le bir maceraya atil- 
masi hususunda ihtiyatlf bir/durX? syfgileyerek fetih fikrine karyi 
gikti. Mehmed’i babasinm z^pyr^illdakE tefnkinli bariygi siyasetten 
ayrilarak fiitiihatci bir siyaset takip etmeye teyvik eden Zaganos, §e- 
habeddin ve Saruca Payalarin aksine Halil Paya eski siyasete bagliy- 
dt; hatta eski temkinli siyasetin baylica amili idi. Taraflar arasinda 
gittikge yiikselen gerilim ve rekabet, Edirne’de Mehmed’in tahttan 
indirilmesiyle sonuclanacak olaylari tetikledi. Hala Sultan Murad’i 
hukiimdar olarak tamyan ve Mehmed’i bir nevi vekil olarak goren 
Halil Paya, eski efendisini yeniden tahta oturmaya zorlamak ve bu- 
nun bahanesini hazirlamak icin bir takim gizli faaliyetler yurutmeye 
bayladt. 

Varna savayi hazirhklari devlet hazinesinde ciddi bir gelir kay- 
bina yol agmiy; yeni padiyah hazinenin agigim kapatmak igin diiyiik 
ayarda para bastirmiyti. Bu sebeple, maaylarimn diiymesinden dolayi 






Diwdn of Sultan Mehmed II with Commentary - Introduction 


huzursuz olan ve her tiirlii tahrike agik hale gelen yeni^eriler, Halil 
Pa$anin etkisiyle isyan ^lkardilar; Erdel seferi sirasinda yolda$larim 
gereksiz yere kirdirdigi gerekc^esiylc di§ biledikleri, ger^ekte ise Ha¬ 
lil Pa§a tarafindan II. Murad’m tekrar tahta ge 9 mesinin onunde en 
biiyiik engel olarak goriilen §ehabeddin Pa$anm evini yagmaladi- 
lar. §ehabeddin Pa§a, Mehmed’in sarayina ka^arak canim gu^lukle 
kurtarabildi. Isyanin ikinci safhasmda yeni^eriler Zindankapisi’m 
yiktiktan sonra Bu 9 uktepe’de toplanarak Istanbul’da Yildirim Han 
evladmdan birisinin, muhtemelen §ehzade Orhan’in yanina gide- 
ceklerini soyleyerek tehditler savurdular. Isyan, halkin da yardimiyla 
90 k sayida yeni 9 erinin katledilme^i ve yen^eri ulufelerinin artinl- 
masiyla basurilabildi. r ~~J \/, 

/ S rj 

Halil Pa§a boyle bir hadi^enin padak yerecegini gizlice II. 
Murad’a bildirmi§;Ege kiyisindaki Altinova iskelesine gelip oradan 
Bursaya ge 9 meyi planlayan^ki/fiadbfahin henUz Bursada bulun- 
dugu bir sirada isyaju 1 atejleyefrek 6 null yeniden/ tahta 9 ikmasi i 9 in 


uygun zemim 


hazirlai 


lapnjti. 


Son derece buhratnly ge 99 ri ikpyiljdt bit sultanliktan sonra ikti- 
dardan dii$menin acisinrya^a^Lp Mt'hjnedrliabasinin tahta donme- 
siyle yeniden Manisaya gonderitdi. Artik sarayi tammi§, gikplii bir 
iktidann nasil olmasi gerektigini idrak etmi§ti. Tahtindan uzakla§- 
mi§ bir sultan olarak dondiigu Manisada ge 9 en yillar, onun ileride 
ger 9 ekle^tirecegi siyasi ve idari hamleleri enine boyuna tasarladigi; 
ki§iliginin her balumdan olgunla$tigi bir donem oldu. Bu zaman 
zarfinda bir taraftan liyakatli hocalar elinde bilgisini artirdi; bu ho- 
calardan felsefe ve riyaziye okudu; diger yandan iyi bildigi Arap 9 a 
ve Fars 9 aya ek olarak Latince, Yunanca ve Sirp 9 a ogrendi. Tarih, 
cografya ve askerlik bilgisinde derinle§irken, tarihteki cihangirlerin 
hayatlanni inceledi; onlarin ba§arilarinin sirnni ara$urarak biiyiik 
hiikiimdar olma yolunda kendini hazirladi. 
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Istanbul’un mutlaka alinmasi gerektigi fikrinin yaygin bir kana- 
at haline geldigi, fetih planlannm yapildigi bu yillarda Mehmed’in 
mutasawif Ak$emseddin ile temasa geijmi? olmasi kuwetle muhte- 
meldir. 

Mehmed 1448 yilinda cariyesi Giilbahar Hatun’dan bir erkek 
evlat sahibi oldu. Hakkinda fazla bilgi bulunmayan Giilbahar Ha- 
tun, Mehmed’e yine jehzadeligi doneminde Gevherhan isminde bir 
de kiz ^ocuk vermijtir. 

Babasinin ve Halil Paja’mn aksine gozii pek bir gaza ve futu- 
hat siyasetini izleyen Mehmed, Manisa’da bu yoldaki faaliyetlerine 
devam etti. Venedik ile ydpjilfti|'§ <jlmasina ragmen 1446’dan 
1449’a kadar Ege adalarinfvurdu. 1448 iarihinde babasinin yanin- 
da Kocacik seferine ve Ikinci Ko^dva sava$iryaG$tirak etti. 1450’de 
yine babasiyla birlrkre ikinciArijayu^uk seferrride yer aldi. Ak^ahi- 
sar oniindeki ba^an^izhgin "etkisi, Eakpe’de Mehmed’in Dulkadi- 
roglu Suleyman Beyjn kizi Sitti Miikrime Hati)n ile yaptigi evlilik 
ile giderilmek istendkBu evlilikjll. Jylurad tatafmdan diizenlenmij 
siyasi bir izdiva^ti. Mdnrped’i^bipfevlihltpeh ^ocugu olmamijtir. 

Mehmed Manisa’ya diWiiyhiider? bir ay kadar sonra, 1451 ’in 
§ubatinda C^andarh Halil Pa§a’dan gizli bir mektup aldi. Bir ulak 
vasitasi ile gonderilen bu mektupta (^andarli, Mehmed’e babasinin 
oldiigiinii ve acele payitahta hareket etmesi gerektigini bildiriyordu. 
Dukas, bu haberi alir almaz yola cikan Mehmed’in Edirne’ye kadar 
gelifiyle ilgili §u bilgileri verir: 

“Ulak ozenle muhiirlenmi§ mektubu onun eline verdi. (Mehmed) 
acip okuyunca babasinin oliimiinu ogrendi. Mektup Halil’den, ve- 
zirlerden ve digerlerinden geliyordu. Bunlar onu babasinin tahti- 
na ge^meye caginyorlardi. Mehmed’den hemen hareket etmesini, 
mumkunse kanatli at Pegasus’a binerek hiikumdarin oldugii halk 
i^inde yayilmadan Trakya’ya gelmesini istiyorlardi. Mehmed on- 
larin dedigini yapu. Arap atlanndan en hizli birine binip kendi 
beglerine yalmzca $unu dedi: "Beni seven ardimdan gelsinP'... Hizla 
yola gikti. Oniinde muhafizlan, usta okgulari vardi. Bunlar ger^ek 
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devlerdi. Hepsi yaya gidiyordu. Art$i birligi ise kilifli mizrakli sipa- 
hilerden olujuyordu. Manisadan ayrilip iki giin yiiruyiiften sonra 
Bogaz’i gegip Gelibolu yarimadasina vardi. Kcndisini izleyenlerin 
hepsi toplansin diye Gelibolu’da iki giin kaldi. Buraya geldigini bil- 
dirmek iizere Edirne’ye ulak gonderdi.” 1 

Bu esnada Edirne’de II. Murad’in vefat haberini Sgrenmi§ bu- 
lunan yeniqceriler jehri yagmalamaya kalkijtilar. Fakat Halil Pa§a 
topladigi kuwetleri bunlarin iizerine sevk ederek durumu kontrol 
altina aldi ve gelmesi beklenen yeni sultan adina onlara ihsan vaa- 
dinde bulundu. Pa$amn 9 abalari sonucu, yeniqceriler ona hurmeten 
isyandan vazgeijtiler ve payitabta gelen yeni sultana sadakat yemini 
ettiler. Boylelikle II. Mehmed, F 8 j^uljjat 1451’de on dokuz ya§inda 
iken ikinci defa Osmanli tahtina gikmt/qjdu. 


II. Mehmed’in tahta c^ikarhjdunaz ilk idtaati, birlikte <;ab§a- 
cagi kadroyu belirterttek oldtp H^liH^ayi iftakaminda tutarken, 
Manisada bulundn|u siraaa^ kendisipi gozetrpckle gorevli olan 
Uzguroglu Isa Beff azletti. Oni n gcircvini'ishak Papaya verdi. 


Divaninda Halil Pa?sfdi$inda $ebabeddin ve Shruca Pa$alar da vezir 
olarak gorev aldilar. Bujcadro/a dacha shut 3 . Ibrahim ve Zaganos Pa- 
§alar da dahil oldu. ^ 


Artik iktidari tek ba$ina elinde tutan, tebaasi ve devlet adam- 
lan nezdinde alternatifsiz duruma gelen II. Mehmed, ba§langi<p:a 
Sirplar ve Bizanshlar ile babasinin yaptigi antla§malari yenilemeyi 
o dtinem i^n mevcut siyasetine uygun buldu. Sirp Despotu Georg 
Barankoviij’e Sirp sinirlarina yakin bircok yeri tahsis ederken, daha 
sonra yapacagi biiyiik i§ler iqcin bu devletle ili§kilerini saglama alma 
amacini ta§iyordu. Diger taraftan Bizans Imparatoru Konstantin’e 
de toprak tavizinde bulundu ve saltanata rakip olma ihtimali bulu- 
nan Istanbul’daki §ehzade Orhan’in masraflarina kar§ihk ona yillik 
i '19 yiiz bin ak$e odemeyi kabul etti. 


1 Doukas, Tarih: Anadolu ve Rumeli 1326-1462, s. 201. 
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II. Mehmed’in Edirne’de iken siirdiirdiigu diplomatik girifim- 
leri arasinda Eflak-Bogdan, Midilli, Sakiz, Galata Ceneviz kolonileri 
ve Rodos elqilerinin tebrik ve taziyelerini kabulii ile Macar elqileriy- 
le imzaladigi 119 yillik atejkes de ayrica zikredilmelidir. Buna kar- 
§ilik Anadolu’daki durum pek iq: aqici degildi. II. Murad’in oliim 
haberinin alinmasi iizerine Aydinili, Mentejeili, Germiyan gibi eski 
Anadolu beyliklerinde kendi idarelerini kurmaya yonelik faaliyet- 
ler ba§ gostermi^ti. Arada kiz alip vermeye dayali baglar bulunmuj 
olmasina ragmen en onemli ihdlaf Karamanogullari ile ili$kilerde 
ortaya qikti. 

Sultan II. Mehmed, Anadoju lasl^erleri ve kapikulu askerlerin- 
den olu§an ordunun ba$iija Ilk deFa'Jj^rriy kumandan hem de hii- 
kiimdar sifatiyla geqerek Kararhan/seferine ^xkti. Sultan, olasi bir 
Macar saldirisina karji ihtiyath davraharak Rumeli askerlerini Bey- 
lerbeyi Karaca Pa$adle Sofya^ya gpt^d^rmijti. Karaman sinirlarmi ge- 
q:ip Ak$ehir’e vardiginda henvAk^hii/fiem d£jEJey$ehir halki qikip 
kendisine biat ettirl^aramanoglu Ibrahim B^ ise bu baskiya da- 
yanamayacagim anlayirak Tajjli ta/aflapina qekilmi^ti. II. Mehmed 
onun pejine dii§mek iqrj/haztrhk y^par^eixtam bu sirada §ehzade 
Orhan iq;in odenen yillik 300.60fi)''akgenin arttinlmasi teklifiyle ge- 
len bir Bizans elqisi olaylarin aki$im degi§tirdi: II. Mehmed ezeli 
rakibi Karamanoglu Ibrahim Bey’in sulh onerisini kabul etmek zo- 
runda kaldi. C^iinku Bizans, Mehmed’i, teklifin kabul edilmemesi 
halinde $ehzade Orhan’i serbest birakmakla tehdit ediyordu. Meh¬ 
med Bizans elqisine §dyle cevap verdi: 

“Kisa siirede Edirne’ye donmek niyetindeyim. Oraya gelin ve 
bana §ehrin ve imparatorun acil ihtiyaqlarmi bildirin ki onun her bir 
dilegine amade olarak yerine getireyim .” 1 

Heniiz yeni padi§ah olmu§ken, ustelik Istanbul’un fethi proje- 
sine odaklanmak niyetinde iken yeni bir taht kavgasi II. Mehmed’in 

1 Doukas, age., s. 210. 
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goze alabilecegi bir durum degildi. Bu yiizden Ak§ehir’den daha 
ilcriyc gitmeyerek Karamanoglu Ibrahim Bey’in sulh teklifini he- 
men kabul etti. Yapilan anla$ma ile Beyjehir, Kir;ehir ve Seydi§ehir 
Devlet-i Aliyye’ye iade edildi. Karamanhlar bundan sonra Padijah’in 
seferlerine asker gonderecek ve Alanya Kalesi Karamanoglu’na bira- 
kilacaku. 

II. Mehmed Bizans ehpsine cevap verirken kizginhgim belli 
etmemi;, gayer sakin davranmijti. §imdi ise bir an once payitahta 
ge;erek Istanbul’un fethini gergeklejdrmek icin tedbirler aimak ni- 
yetindeydi. Fakat yolda hesaplamadigi yeni bir durumla kar$ila$ti. 
Yeniceriler silahlanm kus^nrms olalak-iki saf halinde durup Padi$ah 
ge;erken “Padi$ahimizin ilk sctcridir, km tan n a ihsan gerektir!” diye 
seslendiler. Kendilerine, istekleri^dpgrultusuncja on kese ak;e veril- 
diyse de Halil Payanin adarin edan AimReriy^gasi Kurtcu Dogan 
azledildi ve yeni<;erryayaba$jtari ^rdd^fli cezalara ^arptirildilar. 

■— 1 , / ( i/S ~~ j 

Gem; padijah'^dirne’ye dor er donmez kejidisini aldatmi? ol- 
dugunu dujiindugiivBizans ijnparato^u’nun (aleplerini ele aldi. Teh- 
dit dolu tekliflere yirie |tehdit' yojlu Jdrjrhklar verdi. Ilk i$ olarak 
daha ewel tanmmij olaiMnit/yazlari "tprnarben geri aldi. Bagi$ladigi 
yerlerin gelirini artirmak bir yana, bunlari tamamen kesti. Bu i§- 
ten sorumlu imparatorluk gorevlilerini kovdurdu. II. Mehmed’in 
Bizans’a kar$i ba§lattigi bu yeni tehditkar siyaset, fetih zamamnin 
90 k yaklaf tiginm da habercisiydi. 

1451-52 ki$i, ku$atma oncesi siireqxe ilk belirleyici hamle 
olan Rumeli Hisari’nm (Bogazkesen) injasmin hazirhklariyla ge;- 
ti. Bogaz’in en dar noktasinda Anadolu Hisari’mn karjisina boyle 
bir hisarin yapilmasi ile Bizans’m ikmal acisindan can daman olan 
deniz yolunun kontrolii miimkiin olabilecekti. Hazirhklardan ha- 
berdar olan tmparator Konstantin, Mehmed’e bir el<;i heyeti yolladi. 
Heyet Mehmed’e o zamana dek Osmanli padijahlarmin §ehir civa- 
rinda bu tur faaliyetlere girijmediklerini, sava$a varacak meselelerin 
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uzla$ma yoluyla halledildigini hatirlatarak tasarilarindan vazge(;me- 
sini rica ettiler. Bunun iqn hara 9 odemeye dahi razi olduklarmi bil- 
dirdiler. Mehmed’in buna tepkisi ise sert oldu. Bizans’in alttan alan 
tutumuna ragmen geri adim atilmadi ve hisar araliksiz bir 9 ah§ma 
sonucunda dort ay gibi kisa bir siirede tamamlandi. ^erisine 400 ki- 
§ilik savunma giicii ile 90 k sayida top yerlejtirildi. 1452-53 kijinda 
da Edirne’de ku$atma hazirhklari siirdiiriildii. Balistik hesaplari biz- 
zat II. Mehmed tarafmdan yapilan toplar dokiilerek deneme ati$Iari 
yapildi. Bundan sonra Islam sava§ hukuku geregince sava§ a 9 madan 
once Imparator Konstantin’e $ehri teslim etmesi i 9 in haber gonderil- 

di. Konstantin’in verdigi ret cevabi uzcrine ku§atma ba§ladi. 

^ J V , j 

Batili devletlerden yarduff aimak j^iir 9 aba gosteren Bizans, bu 
yolda tavizler vermek zorunda idiyPapahk, y^pacagi yardim kar§i- 
liginda Ayasofya’da Katolikl^r ve Orfodokslarm ortak bir ayin dii- 
zenleme §artim on^lsiiruyopdaoylelijde Ortodqks camiasmin kalbi 
olan Istanbul’u Latirilejtirmekf hitfa Katolik me^hebinin Romadan 
sonraki ikinci merkezi haline gt tirmek yoluiylaki niyetini ortaya 
koyuyordu. Mezhepl^rin biflejmesjm^kidetle reddeden Ortodoks- 
lar tarafmdan soylenmiyydma^j mubpeitiyl ^Lstanbul’da Latin kiilahi 
gormektense Tiirk sarigi gormek evlidir.” soziiniin agizdan agiza do- 
la$tigi bu karga$a doneminde gerceklejtirilen ayin Osmanli devleti- 
ne kar§i onemli bir birlik gosterisiydi. 

1453 yilimn 6 Nisan’inda ba$layan kujatma 22 Nisan’da II. 
Mehmed’in donanmayi Bejikta^’tan Halite indirmesiyle §iddet- 
lendi ve nihayet 29 Mayis’ta gcr 9 ckle§tirilen son taarruz sonucun¬ 
da §ehir dii§tii. Istanbul fatihi Sultan Mehmed, bu fetihle bir anda 
Islam diinyasmin en biiyiik hiikiimdari konumuna yiikseldi. Fatih 
Sultan Mehmed bundan sonra Osmanli devletini biiyiik bir impa- 
ratorluk haline getirme yolunda biiyiik 9 aba i 9 ine girdi; Isfendiyar 
Beyligi’ne son verip Bizans tahtmin varisligi iddiasmi giitme ihtima- 
li bulunan Trabzon Rum Pontus devletini ortadan kaldirdi. Trabzon 
Rum Imparatorlugu’nu ortadan kaldirmaya giderken; “ Garazimiz 
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kalefethi degildir. Bu zahmet din yolundadir. Zira bizim elimizde Is¬ 
lam kdici vardir. Eger bu zahmeti ihtiyar etmezsek bize gazi demek 
yalan olurd demek suretiyle kendini Islam’in hak ve adalet pren- 
sipleri ugruna adadigim gosterdi. Kirim’i Osmanli tabiiyeti altina 
alarak Karadeniz’i bir Tiirk golii yapti. Anadolu’daki diger Tiirk bey- 
liklerini, bu arada Karaman Beyligi’ni egemenligi altina aldi. Uzun 
Hasan’i Otlukbeli’nde maglup ederek Anadolu uzerindeki Akko- 
yunlu tehlikesini bertaraf etd. Ardi ardina yaptigi fetihlerle, baba- 
sindan devraldigi Osmanli simrlarim iki katina ^lkaran Sultan II. 
Mehmed, otuz bir yil siiren hiikiimdarhgi boyunca biitiin Anadolu 

ve Balkanlar’in tek hakimi haline geldi. 

- r j-' i 

Gerek, yaptigi fetihleo gerckscdevlotykurumlarina yeni ve ile- 
ri bir yekil kazandirmasi ve istinhtil’u impar^torlugun ger^ek bir 
merkezi haline getirmesi bakimmdart Osmanli’mn ikinci kurucu- 
su sayilabilecek budniyiik hjultupfdapm biinyesi ge^en yillar icinde 
olduk^a zayiflannytjl Tutuldugu InikrU' (gut) jh^Lstaligina ve olanca 
yorgunluguna ragmep yeni bir stfer i^in Oskudar’a ge^tikten sonra 
Usktidar ile Gebze ar^ndaltnHiinkar^ayiri denilen yerde 3 Mayis 
1481’de vefat etti. Zehirlyficr^k oldiigiille ijgili iddialar kaynaklarca 
dogrulanmaz. Tiirbesi, saghginaal ^aptirdigi ve kendi adiyla amlan 
Fatih Camii haziresindedir. 

Siyasi, Kiilturel ve Edebi §ahsiyeti 

Fatih Sultan Mehmed kaynaklann belirttigi iizere, son derece- 
de atilgan, kararli, sert bir mizaca sahip, Makedonyali Iskender ve 
Iran’in mitolojik hiikiimdari Cemjid gibi diinya hakimiyetini ama 9 
cdinmi§ kudretli bir kumandan ve olduk^a geni$ ufuklu bir sanat ve 
kiiltiir adamidir. Devletini diinyanm en iistiin ve kudretli hiikiim- 
darligi haline getirmeyi hayatinin tek amaci olarak kabul eden Fatih 
Sultan Mehmed, bu amacp ugrunda siyasi, iktisadi ve sosyal sahada 
tavizsiz ve amansiz tedbirler aldigi gibi; ilim ve sanat hayatim da 
kararli bir jekilde himaye ve teyvik etmijtir. Bir ilim a§igi olan Sul- 
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tan II. Mehmed, babasi Sultan Murad gibi zevk, eglence ve avdan 
hojlanmayan bir karaktere sahip olup, sefer harici zamanlarini bilim 
adamlari ve jairlerle getprirdi. Osmanli tarihijiliginin ya$ayan en bii- 
yuk temsilcilerinden biri olan Halil Inalcik, Fatih Sultan Mehmed’in 
hiikumdarhk an lay 151 ile ilgili olarak §u onemli degerlendirmelerde 
bulunmaktadir: 

“Istanbul fatihi, smirsiz gu .9 sahibi mutlak bir hiikiimdar olmanin 
yarn sira diinya hakimiyeti fikrini de benimsemi$ti. Onun bu dii- 
§iincesinin kaynagi Tiirk-Mogol hakanlik, Islami hilafet ve Roma 
imparatorluk fikriydi. Fatih Sultan Mehmed’in Italyan nedimleri- 
ne Roma tarihleri okutarak bu gelenegi kavramaya <jaliftigi bilin- 
mektedir. Onun bu inanci benitjisemesinde etrafindaki Bizansli 
ve Batik yakinlan (Georgios Trapezijntjos, Kritovoulos, Amirut- 
zes, Benedetto Dei, Gaetih Jacopo, Gfia4b d’Ancona vb.) rol oy- 
namiftir. Istanbul fethinden kika bir zaman sopra orada bulunan 
Jacopo LanguschLdiinyad^bir ^ek imparatorluk bir tek iman ve 
bir tek hukumdarlik olmastprt iddia^eden FatihYn bu birligi kur- 
mak i<fin diinyada Istanbuldan dahadayik bir yer : olmadigi, bu §e- 
hir sayesinde Hrispyanlari hukrmtT alrina alabilecCgi diijiincesinde 
oldugunu belirtinJ.446’da Georgips Trapezuntios, Fatih’e hitaben, 
“Kimse §iiphe etme?yki sen Romalilkr unparatorusun. Imparator- 
luk merkezini hukukerl elinde tutan ldtns£ ,imparatordur ve Roma 
Imparatorlugu’nun merkezi de : jst|anb / u]/’3tir.’ > 'diyordu. Papa II. Pius, 
Fatih’i Hristiyanliga davet eden mektubunda (1461-1464 arasinda 
yazilmif ve galiba Fatih’e gonderilmemi? olan bu mektup Fatih’in 
sagligmda l475’de Treviso’da basilmiftir) Hristiyanligi kabul ederse 
mefru imparator sifauyla diinyamn en kudretli hiikumdan haline 
gelecegini soyliiyor ve kendisine “Greklerin ve parkin Imparatoru” 
unvanim verecegini, kuwetle elde tuttugu ve haksizhkla iddia ettigi 
feyin hukuken de kendi malt olacagim, biitiin Hristiyanlarm kendi¬ 
sine saygi gostererek ihtilaflanm hal i 91 n hakem taniyacaklanni, bir- 
coklarinm kendiliklerinden ba§ egecegini, kendisinin Roma kilisesi- 
nin haklarma karp gelenler aleyhinde onun kuwetine ba$vuracagmi 
temin etmekteydi. Fatih Ortodoks patrigini, Ermeni patrigini ve 
Yahudi ba$ hahammi payitahtinda yerlejtiriyor, fethe hazirlandigi 
diinyayi ogrenmek iizere Amirutzes’e 1456 yazinda diinyamn hari- 
tasim yaptiriyordu.” 

“... Fatih Islam aleminde de gazanin en biiyiik miimessili, Islam 
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memleketlerinin gergek koruyucusu sifatim benimsemekte, hare- 
ketlerini buna gore me§rula$tirmaya califmaktaydi. Iran’da yerle§en 
Akkoyunlu Hiikumdan Uzun Hasan’in Anadolu iizerinde niifuz ve 
iistiinliik iddialarma karp da Osmanli padi§ahmin soyunu Oguz 
Han’a cikaran geleneklere daha cok onem verdigine dair ifaretler 
vardir. Gaza ve futuhat siyasetinin miimessili gibi goriindiigu yillar- 
da Fatih dogan ilk ogluna biiyiik dedesi Yildirim Bayezid’in, iicuncii 
ogluna Iran geleneginin iinlii hiikiimdari Cem’in ve torununa da 
Oguz Han’in admi vermiftir. Denilebilir ki Fatih’in §ahsindaTiirk, 

Iran, Islam ve Roma hiikumdarlik geleneklerini birlejtiren “Os- 
manli padifahi” dogmu§tur.’ n 

Fatih Sultan Mehmed din felsefesine, matematige, cografya- 
ya, astronomi ilimlerine ye edebiy^ta-karfi ozel bir ilgi besliyordu. 
(^ejitli ilimleri tahsil etmelt igfrTsahalgr^lrpp en onemli uzmanlarim 
kendisine hoca olarak tayin eder^bpnlardan gijniin belli saatlerinde 
ders alirdi. Hocazade/ Muslibuddm, Molla Gurani, Molla Ilyas, Si- 
raceddin Halebi, Mqlla Abdulka^rF, Ijjdsan Sathsuni, Molla FFayred- 


din hocalari arasiri Ja sayilabijefce 
onemli Arap ve Irdnli alimlerini 


getirmeye cahprdi. Fbjthi gdrgekl 


: isipderdir. Sujtan Fatih, devrinin 


qe tanir, ontari Osmanli iilkesine 
ejtirdikten sonra Istanbul’daki se- 
kiz kiliseyi medreseye dqriiiftiirdii; y^yasofya medresesini kurdu ve 
kendi adt ile anilan caminin eirafrnda iinlii Semaniye medresele- 
rini yaptirdi. Kendisi bizzat medreseleri teftif eder, derslerde hazir 
bulunurdu. Sarayinda, seferlerde ve ge§itli toplantilar sirasinda ilmi 
tarti§malar yaptirmaktan zevk alirdi. Fatih, Amirutzes ile felsefi tar- 
tijmalar yapardi. Tarihgi Kritovoulos, da onun en keskin zekah filo- 
zoflardan biri oldugunu belirtmijtir. 

Mehmed II Bati kiiltiiriinii ve FFristiyanhgi da yakindan ta- 
mmaya gah§mi$tir. Bunun igin Patrik Gennadios’tan kendisi igin 
Fdristiyanhgin inang prensiplerini anlatan bir itikatname yazmasim 
istemijtir. Onun Bati kiiltiirii ile ilk tamjmasi daha Manisa sara- 
yindaki §ehzadelik giinlerine rastlar. Fetihten bir sene sonra da Ci- 


1 Halil Inaictk, Diyanet Islam Ansiklopedisi, s. 405-406. 
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riaco d’Ancona adli Italyan hiimanistinin onun sarayina geldigi ve 
kendisine Roma ve Ban tarihleri okuduklari bilinmektedir. Fatih’in 
kiituphanesinde Ban kiiltiirii ile ilgili elli kitap giiniimuze kadar in- 
tikal etmi§tir. Bunlardan kirk ikisi Yunan dilinde yazilmi§ eserlerdir. 
Bu eserlerden sekizi tarih, altisi matematik ve astronomi ile ilgilidir. 
Bunlann bir kismi da tarih ve cografyaya ait eserlerdir. 

Fatih Sultan Mehmed olduk^a serbest diijiinceli bir hukiimdar- 
di. Birbirinden 90k farkli dtijunce sahiplerini, filozoflari ve alimleri 
sik sik huzuruna ^agirir, hepsine aym derecede yakinhk gosterir ve 
yaninda ilmi tard$malar yaptirirdi. Huzurunda devrin onemli bilim 
adamlarindan Hocazade M ustafa i k>M o 11 a Zeyrek arasinda tarn alu 

•• •• 1 • ' 

gun suren bir tartifma ger^ekic^m 15ti X.y f, 

Sultan II. Mehmed’in ilim./fikir ve sanar/adamlarina kar§i tu- 
tundugu bu himayeei tavir 'fstapbufa diinyamp bir9ok kofesinden 
pek 90k alim ve sanatkarin akin efme^my nedcn olmu^tur. Fatih Sul¬ 
tan Mehmed, istartbial’a Uzuh^-llsan tarafindan^ Osmanlilar ve Ak- 
koyunlular arasindavbariji saglarriak ajnaci ile-^i olarak gonderilen 
astronomi ve matemaffkfbilgirii AR Kj49jY ya Istanbul’da kalmasmi 
ve medresede ders vermesini if etrrjAif Ku$9U bunun iizerine, 
Tebriz’e gidip ehjilik gorevini tamamladiktan sonra istanbul’a geri 
dbnmiijtur. Ali Ku^yu istanbul’a doniijiinde Fatih tarafindan gorev- 
lendirilen bir heyet tarafindan simrda kar§ilanmi§; kendisi i9in ayn- 
ca kar§ilama toreni yapilmijtir. Ali Ku§9u’ yu karjilayanlar arasinda, 
zamanin en biiyiik alimlerinden biri olan istanbul kadisi Hocazade 
Muslihiiddin Mustafa ve diger bilim adamlan da vardir. istanbul’a 
gelen Ali Ku§9u, 200 alun maa$ baglamlarak Ayasofya medresesi- 
ne miiderris olarak atanrmjtir. Ali K115911, burada Fatih Kiilliyesinin 
programlarim hazirlarm§, astronomi ve matematik dersleri vermi§- 
dr. Aynca istanbul’un enlem ve boylamini o^mii^ ve 9e§itli giine§ 
saatleri de yapmijtir. 

Fatih Sultan Mehmed, Uzun Hasan iizerine yaptigi seferden 
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d6nii§unde Iran’dan binjok sanatkar getirtmi§, Avrupadan da res- 
samlan davet etmijtir. Raguzali Mastori Pavli ile Veronali Matteo 
Pasti, Ferrarali Constanzo Istanbul’a gelerek hem eserler vermi$ler 
ve hem de yanlarina verilen birtakim sanatkarlari da egitmi$lerdir. 
Pavli, saray ressamlarmdan Sinan Bey’i yeti§tirmi§; o da portre res- 
sami §iblizade Ahmed (^elebi’ye hocalik yapmi§tir. Gentille Bellini 
de Venedik Cumhuriyeti tarafindan istanbul’a gonderilmij; iki yil 
Istanbul’da kalan Gentille Bellini bir Tiirk kadini, bir yen^eri ve 
Fatih Sultan Mehmed’in portresini yapmi?; ayrica Fatih’in bir de 
madalyonunu resmetmijtir. 

Nihad Sami Banarli da ResimLtiTurk Edebiyati Tarihi adh eserin- 
de Fatih Sultan Mehmed’in yeti$tigibjM^atn ile onun sanat ve edebi- 
yat adami kimligi hakkinda $u degerlendirmelyri yapmi§tir: 

“Fatih’in, ^ehabed^in gallin'Pa§/ve Zaganos Paj^gibi siyasi, askeri 
hocalan, atabegkri vardi. Fy^ndjjdrindm ilim eTcic ettigi hocalari 
Molla Husrev, Molla Gurani^Mclla Ye^aft, HizifBpy Gelebi, Hoca- 
zade gibi asnn ahjhleridir. Devritin alimlerini ililtj've felsefe miina- 


zaralanna davet edetek ve kendi^piiyuk hocalafiiji bu miinazaralara 
hakem se^ecek kadipilim hiay^t vejjarekgtlcrine loymet verirdi. Hu- 
kiimdarin kendisi deJai/fne^zulafda sb&sdhdn olabilecek bit kiiltiir 
seviyesinde idi. C°k tyi bddigF'lJ'urjt^e 1 , Arap^a, Acemceden ba$ka 
Yunan ve Sirp dillerini biliyordu. Zengin kiitiiphanesinin miihim 
bir kisim kitaplan Yunanca idi. Kiitiiphanesinde tarihe, matemati- 
ge, astronomiye ait kitaplar vardi. Istanbul fethinde ve diger sava$- 
larda kullanilan agir toplarla havan toplannm olciilerini bizzat tayin 
edecek kadar, devrinin balistik fennine vakif bulunuyordu. Hukiim- 
darlik yillarmda kendilerinden ders almaya devam ettigi hocalarma 
gosterdigi saygi onun biiyiik hiikumdarhgina yakifiyordu. Hocala- 
rinin, kendisine sadece Mehmed demelerini ister; hocasi Gurani’yi 
nerede gorse elini oper, diger hocasi Molla Hiisrev’le camide bile 
karfilajsa, onu ayaga kalkarak selamlardi.”... 

“Fatih bir sanat adamiydi. Yalniz §iir sanatini degil, diger sanatlari, 
bu arada Ronesans’in Hristiyan sanatini da anhyor ve takdir edi- 
yordu.” 

“Mimari sanauna verdigi deger, fethettigi topraklan yiizlerce mimari 
abide ile siislemesinden bellidir. Ba§ta Ayasofya oldugu halde, gir- 
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digi fehirlerdeki Hristiyan abidelerini hatta kendi askerinden bile 
korudugu, yabanci kaynaklarin da itiraf ettikleri faziletlerindendir. 
Sarayini resimler ve heykellerle siislemesi, bir Islam hukumdari icin 
cesaret sayilacak bir sanat toleransi ile rniimkiin olmuftur. Italya’dan 
ressamlar getirterek kendi resmini yaptirmasi, yeni Avrupa sanatina 
bir cemiledir.” 1 


Fatih Doneminde Edebi Faaliyet 

Fatih Sultan Mehmed doneminde edebiyatta da onemli geli§- 
meler meydana gelmi;tir. Kendisi de ;air olan padiyah edebiyat ve §i- 
irin giiclenmesi icin gayret ediyor ve diger Islam topraldannda yaya- 
yan bazi 5air ve edipleri Osmanh pikesine davet ediyordu. FForasan 
asilli biiyiik Iran § airi Mo Ha Gsrnty'Jy^kttyc davet etmiyti. Padijah 
her yd Cami’ye be; bin filori altrfu^gonderiyorclu. 

Sultan II. Mebxhed’in devrindeMiFve edebjyat 90k onemli bir 
geli$me kaydetmipar. Padi^alunduznietinde 180 den fazl a ;air bu- 
lunuyor; bunlarin ifipde otuzii §;ii r ayugi aliyordu. Bunlar arasmda 
biitiin bir klasik Tutlt edebiyati tatiihinin en gijylii yairlerinden olan 
Ahmed Paya ve Necatf Beg bjlha^sa zjkrydilmesi gereken yahsiyet- 


nv^kaza^kerlik gorevlerinde bu- 


lerdir. Ahmed Paya, Edlrfie 
lunduktan sonra Sultan’in hocasi ve musahibi oldu. Fatih Sultan 
Mehmed’in biiyiik tevecciihiinii kazanan ve uzun ydlar onun ya- 
nindan hie ayrdmayan Ahmed Pay a Istanbul’un fethinden sonra da 
Padiyah tarafindan diizenlenen ilim ve yiir meclislerinde hep hazir 
bulunmuy ve ona kaside ve gazeller sunmuytur. 

Aslen Edirneli olmakla birlikte Kastamonu’da yetiymiy olan 
Necad ise Fatih Sultan Mehmed’in son zamanlarinda gem; bir yair 
olarak Istanbul’a gelmiy, Sultan’a sundugu kasideler ve fiirlerle ken- 
disini tamtarak onun takdirini kazanmiy ve divan katibi olmuytur. 

Fatih’in sadrazamlan arasmda bulunan Mahmud Paya, 


1 Nihad Sami Banarli, Resimli Turk Edebiyatt Tarihi, s.444. 
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mekamni yaptirarak “Ulkeler itpinde bir benzcri yaratilmamijtir” 
ayetinin hukmunu ispat etti; dtinyayi yeryuziinden Sureyya yildi- 
zina kadar cihangir kilici ile ele gegirdigini gostermek i 9 in Gun- 
gormez Sarayi'm hazine mahzeni yapti ve felegin yedi burcunun 
ornegi olan Yedikule’yi tamir ettirip surlari burglar felegini bile 
utandiracak kadar saglam olan o kaleyi, adi ge^en bur^lardan daha 
genif oldugu igin, Sekizind felegin kiska^liginm nedeni yapu. 

Bildi ki, ilahi nimetler kendisi ifin art arda gelmekte ve dilden dile 
soylenmektedir ve fiikiir, jiikreden kulun nimetlerinin artmasinin 
sebebidir. 

Beyt : Her ne kadar viicuttaki tiiylerin diliyle bile Allah’in ni- 
metleri saymakla bitirilemezse de, 

lakin “Nimetleri §ukiirle siirjlun” ^oziljjp- amel edip “Cennet kilic- 
larin golgesindedir.” diyefek seldy cenneti Vazanmak i^in Allah’a ve 
onun lutfettigi nimetlerine §iikiii/61mak iizere/bir miibarek cami 
-ki tiirlii tiirlii yiifelikleri^ve guzellfklepi kendisinde toplamijtir- 
yapurip, ilmi rneSelelerin ^irrujtffecpgi yapilarin varligim gerekli 
gorup, Seman rfiedreseleriniyitifa eyle^Dunyada sekiz cennet bi- 
nasiyla, biitiin hayirlan kendind; toplayan camrrtin etrafini giizel- 
likler ve 151 U 1 yudliklerle gevreleai ve kendislrtr diinyanm sonuna 
kadar ovgiilerin ve yii 4 ?Itmelfrin/Kayodgvy ap 11 . §iiphesiz Istanbul 
diinyanm bilgilerinin bolrrj^rjlprni^gJ^at^i tciplama hesabi oldu ve 
Semaniye medreseleri ilim ve ytilesek fikir sahiplerinin bannagi, 
fazilet ve olgunluk erbabmin bulu§tugu yer oldu; en uzak belde- 
lerden ogrencileri miiracaat ipn geldi, devlet ve hukiimet adamlari 
i^in karargah ve siginak oldu; ilahi ilimlerin bilgisi dagin uzerinde- 
ki ate§ gibi dunyada a$ikar oldu; dal, koke tabi oldugu iijin iinem- 
siz bilgilere ait bilim dallari da her taraftan goriiniir hale geldi. 
Vezirlerden Sinan Pa§a ve Ahmed Pa$a ve Mahmud Pa$a ve Monla 
Hunkaroglu Mehemmed Pa$a ve ileri gelen devlet adamlarindan 
birijok kimse buradan yetifti. Hatta kendileri de 
Beyt ; “Yaratilmijlardan daha iistun olsan da sen de onlardan- 
sin. §uphesiz ki misk kokusu, ceylan kanmdandir.” 
hukmunun geregince “Avni” mahlasini kullanip mukemmel gazel- 
ler ve diizgiin kaside ve kit’alar yazmiflardir 1 .” 

Afik Qdebi, Me§d'iru’j-§u‘dra, s. 190-192. 
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Latifi Tezkiresi'nden: 

“Merhum Hazreti Sultan Mehmed Han’in Zikrinde Gazi Sultan 
Mehmed Han, Osmanogullari sultanlarimn onde geleni ve se^ki- 
ni, gegmij hiikiimdarlar ifinde gazi sultanlar sultani ve tiirlii tiirlii 
hayir ve hasenat yapilannm banisidir. Ulkeler fethedici padifah- 
lar iginde Istanbul tahtinin fatihi ve Peygamber feriatmin mera- 
simini ihya edendir. Ve Hz. Peygamber ile ilgili rivayetlerden “Ne 
giizel kumandan!” miijdesi ile fereflenmiftir. Bu sebepten dolayi 
hayati ve oliimii iki diinya mutlulugu, diinya ve ahiret saadeti ile 
90 k saygin ve 90 k onurludur. Tarih kitaplannda yiiksek kiinyeleri 
“Ebiil hayrat (hayirlar babasi)” ve yiiksek sifatlari “ebiil hasenat 
(iyilikler babasi)” olarak ge 9 er. Bunlarin miibarek saltanatlari do- 
nemi alimler ve fakihler^arrtan^fisil^ler ve fazillar devrani idi. Bu 
yiice topluluga 96 $it 9 e§it^s 1 riTf blsurT cji^'iam anlami ile muhab- 
betlerinden ve giizel arzu ve kdruyup gozetmelerinden kaynakli 
olmak iizere bu kaclar medpese yetetjmme, ajevferi ve eserler inf a 
edip bunca sinirsi^ mahsuUi/bu yMoe ^plulugim ge 9 imi i 9 in bol 
bol dagitip vakH|eylemifldrdir.Ge^mif' alimlerin talebeleri $oy- 
le rivayet ediyofkp: Merhufn vu ma^fur (Sultan Mehmed Han) 
Sahn-i semaniye’yi'bina ettiginde zikri gepen mydreseler ve tetim- 
melerde ne kadar Sgfenci ve^jnualjim^ardimcisi varsa Emsile’den 
Isfahani’ye ge 9 ip, Isfakghl’den de Telvih vd^Fevzih’e 9 iktiklarinda 
bunlarin yiiksek kabiliyetrileiii{m,tp : bilinenlerini bir deftere kay- 
dedip defterini yamnda saklar; miiderrislik ve kadilik makamla- 
rindan birisi bofalsa oraya uygun olam bu defterden yoklar imif. 
Bu iltifat ve ilgi talebe ziimresinin en ileri derecede 9 abasina ve 
istegine ve her ilim yolcusunun tahsilini en miikemmel bir fekilde 
tamamlamasina sebep olur; bu da ilim ve marifet kazamlmasinin 
yolunu a 9 ar ve o zamanda herkes bu konudaki kabiliyetine gore 
deger ve itibar sahibi olur imif. Riitbeler ve makamlar riifvet yo- 
luyla veyahut falan filan pafamn ildmasi ile alinmaz imif. 

Misra : Talebeyi olgunlaftiran ragbet ve itibar imif. 

Bilindigi gibi, o devirdeki alimlerin sayica kalabaligi, fakihlerin ve 
iistiin nitelikli kifilerin poklugu daha hicbir padifahin zamamnda 
gerpeklefmif degildir ve o zamanda yetifen “Ummetimin alimleri 
Israilogullarinin peygamberleri gibidir.” ovgiisii ile miijdelenmif 
ilim ve irfan sahipleri hipbir devirde gelmif degildir. (Sultan Meh- 
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med) ister Hind diyannda ve isterse Sind vilayetinde olsun her ne- 
rede yiiksek ilimlerde kitap yazmaya kadir ve <je§itli ilimlerde soz 
sahibi, engin bilgili ve efsiz bir alim varsa, onlara fe§it <;e$it yiiksek 
iinvanlar tajiyan nameler, binlerce iltifat ve ikram ile 50 k kiymetli 
kumajlar gondererek ve yolunda varini yogunu dagitip ve yiiksek 
mevkiler ve yiice mertebelerle, ahitnamelerle vaadler ve goniil ge- 
kici tekliflerde bulunup her birini zaruri olarak vatanlarindan veda 
ve yurtlarmi terk ettirirlermif. 

Misra : Miski Hoten iilkesinden cikartan ragbet imi§. 

Nesir : Halk arasinda bilinir ki Ali Kujfu adi ile taninan mol- 
layi Acem diyarindan Anadolu’ya davet ettiginde ona saygi ifareti 
olarak Acem smirindan Anadolu topraldarina gelinceye kadar her 
menziline bin ak^e tayin ve^tal^dii*^dip bu jekilde binlerce ulula- 
ma ve agirlama ile k arfi 1 am 13 lard if/" f , 

Misra : Miicevherin degerinkaruran, bilgili spraftir. 

Misra : Miikemmellik kaSantria arrcak itibarve iltifat ile olur. 

Beyt : Miikemmellik ^azanrha ^rfcak padijahlarin iltifati ile 

ger$ekle$ir; iltifat olmayin^a irasinlaffn olgunlajmasi miimkiin 
olamaz. ^ ‘ 

V J ^3 

Ania onlarin her bijisi Rabbam bi/alipn ve padi$alia yakijir bir 
hakim idi. Mevki vejilmet t^in Canlafijiifcehpnnem fukuruna at- 
mazlar ve makamlarini konim^kfijjirap^ik hakikati gizleyip sak- 
lamazlar veyahut hakkin ger^eklejtirilmesi sirasinda dillerini yu- 
tup amirlere ve vezirlere “Ne giizel i§ yaptiniz!” demezler; emir ve 
vezirlerin goniillerini kazanmak i$in hakki batil diye goztermezler 
imi$. Vezirler ve emirler de yiice §eriatin emirlerine en iist derecede 
boyun egerler ve bu yiizden §eriat dairesi harici bir i§in yapilmasi- 
na izin verilmez imi§. Zamammizda ise giiniimiiz hakimleri ise her 
hususta makam ve mevkilerini korumak ifin vezirler ve emirlere, 
apacik yalana ba§vurarak, “Ne dogru i§ yaptiniz!” derler veyahut 
hakkin ger<;ekle$tinlmesi esnasinda sessiz kalir, sagirlajirlar. 

Beyt : Ahir zamamn amelsiz alimini seyret; kat kat ciippesini 

birak da, giyindigi sariga bak! 

Velhasil, 0 devirde ilim ve marifetin 0 derecede yiiksek degeri, 
alimler ve hiiner sahiplerinin diger topluluklar iizerinde oylesine 
iistiinliigii ve itibari, §iir ve in§a sanatinin dahi 0 mertebede de- 
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ger ve kiymeti ve edebiyatfilarm o derecede saygmligi ve hiirmeti 
var imi§ ki, Hind diyarinda Hace-i Cihan’a ve Acem vilayetinde 
Mevlana Cami’ye her sene bin filori altini gonderilirmif; bunlar- 
dan kimisi fetihlerinin tarihini fiir ve in§a $eklinde yazar ve kimi 
da krt’a ve kasidelerle ona ovgiiler diizerlermif. Kendilerinin de 
miibarek tabiadari diizgiin olup §iire meylederek “Avni” mahlasini 
kullanip bazen miifretler ve bazen de gazeller yazmiflardir. Bu iki 
giizel matla 1 onlarin nefis fiirlerindendir: 

Matla : Sakiya mey vir ki bir dem lale-zar elden gider 
Irifiir fazl-i hazan bag-i behar elden gider 
Bu da onun : Seniin zincir-i ziilfiinden dil-i divane bend ister 
Usandi derii ile^fa^idan asilmaga kemend ister 
Nesir : Ve bu matla 1 1 cja Karamailqgfei f '(lVlehmed Bey) ile ya§a- 
nan husumet nedeni ile soylemi^lerdir: 

Matla : Bizumlevsaltanapdafir 


/ 


Aaejmif ol K£ramani 

Huda-hjrsat viriirjs/gefdtai^yire kara^ani 1 ” 




/ k / 

r x . / / / 


b 




v 


1 Latifi, Tezkiretu\-§u‘ard ve Tabstratun-Nuzamd, s. 139-141. 







INTRODUCTION 


Sultan Muhammed Khan, son of Murad Khan, the 
Ever Victorious 

The Life and Character of Sultan Mehmed II, the Conqueror 


Life 

Sultan Mehmed II, the fourth son of the sixth Ottoman ruler 
Sultan Murad II, was born at the palace in Edirne on 30 March 
1432. Some Western scholars, chief among them Franz Babinger, 
have claimed that Mehmed ffs mother Hiima Hatun was an Italian 
of Jewish origin whose original namtMvaf; Estella, or even that she 
was a French princess. Turkish sources, however, record that she was 
a Turkish Muslim,Jj^sing their claith on the inscription found on 

l / / y / s / . 

the Hatuniye tomfcub Bursa/According to IsmaiJ Hami Dani§mend 
and Feridun Emec^n, it is vcty unlikely that an^ of the claims that 
she was anything otljer than a concubine at the, palace in Edirne are 
true. Hiima Hatun rcrriajned yx. her sojEMehmed’s side throughout 
his periods as a sanjak go^ern/ir as well -as drfring his first reign, but 
she passed away in 1449, before hef son’s second reign began. 


Mehmed II’s boyhood years were spent in the palace in Edirne, 
and it is probable that his mother Hiima Hatun and his wet nurse 
Hundi Hatun played an active role in raising him. Mehmed rece¬ 
ived his initial education in the palace, though the sources tell us 
nothing concerning his teachers at this time. 


In 1443, Mehmed II was sent to serve as governor of the sanjak 
of Manisa, along with his personal tutors Kasapzade Mahmud and 
Ni$anci Ibrahim Bey. In his Arabic-language work ash-Shaqayiqu’n- 
nu'maniyya (The Crimson Peony), a biographical dictionary of 
Ottoman dervishes, shaykhs, and religious scholars, Ta$koprizade 
Isameddin Ahmed records that Molla Giirani and Molla Ayas were 
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Byzantines heard that Mehmed had assumed the throne, they im¬ 
mediately went into action and showed the card they had hidden up 
their sleeve: an Ottoman prince who was in their hands. This prin¬ 
ce, Orhan, presented a significant threat to both Murad and to the 
legitimacy of his son’s rule. According to one view, it was for this re¬ 
ason and this reason alone that Murad had relinquished the throne 
to Mehmed, so as to be able to prove to his subjects and neighboring 
rulers that the Ottoman dynasty would continue to run through his 
line. Claiming to be the rightful heir, Prince Orhan advanced as far 
as Incegiz, but then, on the advice of §ehabeddin Pasha, he stopped 
before Murad II had begun to take any action. Left in a difficult 
situation and unable to''find/-afty- i allieSv Prhan escaped to Midye 
(todays Kiyikoy) and then retreated to Constantinople. 


Around this time, the Hungarians broke the Peace of Szeged 
and caused panic irrEdirne Ipy'crp^siqgthe Danube between 18 and 
22 September; at this time there VasOdso a jHfirufi uprising that 
would be brutally suppressed, as jvell as a larpe fire that subsequ¬ 
ently broke out in Edjfne. fir the miclspof.this chaotic atmosphere, 
Mehmed received newvqhat t^he HimgSrjabs'had advanced as far as 
Vidin, and so he ordered thatTiis Tather be immediately informed 
of events, saying: “Quickly, relay the news to my father and if at all 
possible conduct him here, for it is necessary to advance upon the 
infidels. But Edirne cannot remain alone: one of us must remain 
here while the other advances.” 1 

Murad II was not keen to cross over into Europe, but Kasapzade 
Mahmud, who had brought him the news, insisted and even beg¬ 
ged, and so after a difficult journey he returned to the Ottoman ca¬ 
pital, though he set his headquarters up outside the city. §ehabeddin 
Pasha and Zaganos Pasha wanted Mehmed to lead the army, leaving 
his father to protect the city of Edirne. However, the opposite tack 

1 inalcik, H. and M. Oguz. Gazavat-i Sultan Muradb. MehemmedHan. An¬ 
kara: 1978; quoted in Emccen, Feridun M. Fetih ve Kiyamet 1453. p. 105. 
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was taken, and the Ottoman army under Murad II advanced on 
the Christian forces and defeated them at the Battle of Varna on 10 
November 1444. 

Murad did not wish to remove his son from the throne, thin¬ 
king it might bode ill for his future, and in fact, everything he did 
while in Edirne was officially done using his son’s name. The an¬ 
nouncements of victory at Varna sent to neighboring nations also 
included Mehmed’s name. When Murad II subsequently withdrew 
to the palace in Manisa, it was clear that he did not plan to assume 
the throne again, and so Mehmed’s true regnal period commenced. 

It is very likely that irwas chayidg/th is period that Mehmed first 
began his custom of meetifig witlj schdfarCand participating in their 
intellectual discussions and debated With thy/support of his talen¬ 
ted teachers, among" them |dpl|a / .C^ikani and^Molla Hiisrev, the¬ 
se scholarly meetingjs were frequently held in the sultan’s presence, 
which enabled Mehpned to make himself accepted in the circles of 
the ulema scholars, who wery repon^ible for tenducting the state’s 
religious affairs, as well ap allqWing'thy/^qung sultan to reinforce his 
personal intellectual knowledge r ' V ^ ^ 

Attempts by Mehmed and those in his circle to center the state 
on Edirne met with failure as Murad II’s palace at Manisa, where he 
had plunged into a life of pleasure, began to take center stage, lea¬ 
ding to the danger of a state divided among two leaders. Those who 
were unhappy with some of the harsh policies of the Edirne palace 
turned to Murad II as a potential solution, and as a result the palace 
at Manisa began to fill with both foreign diplomats and the old and 
established beys of Anatolia. Mehmed seems to have remained silent 
throughout this period, as there was in any case little he could do 
about the situation. 
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According to some sources, those in Mehmed’s circle began to 
consider the future of the sultan’s reign to lay with the possible con¬ 
quest of Constantinople, a notion that they proceeded to instil in 
the young ruler. However, the grand vizier (Jandarli Halil Pasha was 
more cautious about the state undertaking such a venture after the 
difficult victory at the Battle of Varna, and so he remained opposed 
to the conquest of the Byzantine capital. In this, he was in opposi¬ 
tion to the pashas Zaganos, §ehabeddin, and Saruca, who steered 
Mehmed away from the cautious and peaceful policies of his father’s 
time - policies which Halil Pasha continued to follow and of which 
he had in fact been the chief designer - and towards a more conqu¬ 
est-oriented stance. It \tfas the -fev^r-ih^reasing tension and rivalry 
between these two factions that ultimately triggered the events that 
would lead to Mehmed being rejrfovyd fronv'tfre throne in Edirne. 
Halil Pasha recognized Muraxj/asr|he'tpde rulef-knd saw Mehmed as 
a kind of deputy, Sid in order to .pre^slire hispid master to again 


take the throne whale also paving |;he way for-Eim to be able to do 
so, he set into modseries ofsecre^activities. 

Preparations for thc^Satt^ ofK^rnaJi^d' led to a serious loss of 
income to the central treasurypaiuP in order to counteract this the 
new sultan had minted degraded coinage. As a result, the Janissaries, 
upset with the drop in their salary and thus open to instigation of 
any sort, revolted with the encouragement of Halil Pasha. Claiming 
that §ehabeddin Pasha had put their comrades in arms in unne¬ 
cessary danger during the campaign in Transylvania - but in fact 
incited by Halil Pasha, who saw §ehabeddin as the most serious 
obstacle to Murad II’s resumption of the throne - the Janissaries at¬ 
tacked and looted §ehabeddin’s home. The pasha fled to Mehmed’s 
palace, narrowly escaping with his life. The Janissaries then procee¬ 
ded to destroy Zindankapisi, after which they gathered together in 
Bu^uktepe and threatened to ally themselves with a descendant of 
Sultan Bayezid I in Constantinople, most likely the prince Orhan. 
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This revolt was finally put down with the execution, aided by the 
populace, of a large number of Janissaries, together with an increase 
in their salary. Halil Pasha had secretly let Murad II know that the 
revolt was going to occur, and the former sultan, who had been in 
Bursa when the pasha incited the revolt, traveled from there to the 
port of Altinova, from where he continued to the capital and was 
placed back on the throne. 

Having spent two extremely troubled years on the throne befo¬ 
re suffering this indignity of being removed from power, Mehmed 
was once again sent to Manisa when his father resumed his reign. 
Now, however, he had copie-to Jcn/ow-life at the palace and the co- 

( ^ j_ _J ___ / r, 

urt, and he understood whaf'a stronggovernment must do. The 
years that he subsequently sperft in Manisa a? a dethroned sultan 
proved to be the period dur'ing^whith he planned out the politi¬ 
cal and administrative mov^/h^/wogla later put into action, and 
it was also duringThis time that I his personality/fully matured. He 


greatly advanced hisjcnowledge uj the hands-T/f his highly capable 
teachers, under whorfpLie stiidjed^hflo^ophy and arithmetic, while 
at the same time learnfrrg'Ta^in, Gr^kLarijTSerbian in addition to 
the Arabic and Persian that 1 - u -' J - J L: -' 


knew well. He deepened his 


knowledge of history, geography, and the military sciences and clo¬ 
sely studied the lives of the great conquerors, preparing himself to 
become a great ruler by learning the secrets of their success. It was 
during these years that Mehmed became convinced of the necessity 
of conquering Constantinople and developed plans to make this a 
reality, and this was also most likely the period when he first came 
into contact with the great Sufi Akjemseddin. 

In the year 1448, a son was born to Mehmed of Giilbahar 
Hatun, one of the concubines in his harem. Little is known about 
this woman, who also gave birth to Mehmed’s daughter during this 
same period. 
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In contrast to his father and Halil Pasha, Mehmed adhered 
closely to a policy of holy war and conquest, and while he was in 
Manisa he continued his activities in this regard. Between 1446 
and 1449, he mounted attacks on the Aegean islands in spite of 
the fact that the Ottomans were officially at peace with Venice. In 
1448, he accompanied his father on the campaign in Kodzadzik in 
modern-day Macedonia as well as participating in the Second Battle 
of Kosovo, while in 1450 he took part with Murad in the second 
Albanian campaign. Following the defeat at Ak^ahisar, the modern- 
day Kruje, there was an attempt to alleviate the effects of this parti¬ 
cular loss by marrying Mehmed in Edirne to Sitti Miikrime Hatun, 
the daughter of the Dulkadirid-ruler Suleyman Bey. This marriage, 
which produced no children, was a political marriage arranged by 
Murad II. y '/ y d~ 

ZZj y , ' / P 

In February 1451, aboyToiv^iijanth after Mehmed had retur¬ 
ned to Manisa, a secret letter afrit^d bjfcourierffom C^andarh Halil 
Pasha. In the letten^dalil Pasha mformed Mehmed that his father 
had died and pressedirpon liirp the; necessity of coming to the capi¬ 
tal immediately. The By^dfntir^ historian E^erukas describes the arri¬ 
val of the letter and the departure! df Mehmed as follows: 

On the fifth day of February, a courier, like a swift-winged eagle, 
arrived and handed a sealed letter to Mehmed. In it he read of his 
father’s death. The letter had been sent by the viziers, Halil and the 
others. They disclosed his fathers death and advised Mehmed not 
to delay his departure but, if possible, to mount the winged horse 
Pegasus and make his way to Thrace before the surrounding nations 
learned of the ruler s demise. He heeded their words. That very hour 
he mounted one of his fleet Arabian stallions and said to his nobles 
only, “Let him who loves me, follow me.” He rode swiftly, preceded 
by his household troops, fast running and skillful archers, all giants, 
so to speak, on foot, and followed by his swordsmen and lancers 
on horseback. Two days after setting out from Magnesia [Manisa], 
he crossed the straits of the Chersonese. He remained another two 
days in Gallipoli in order to collect his followers. A courier was sent 
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to Adrian op le [Edirne] to announce his arrival in the Chersonese* 1 

The Janissaries in Edirne had also learned of Murad II’s pas¬ 
sing, and they began to loot the capital. Halil Pasha, however, sent 
the forces that he had amassed against them and got the situation 
under control, promising the Janissaries that they would be rewar¬ 
ded when the new sultan arrived in the city As a result of the grand 
vizier’s efforts and out of respect for him and his position, the Ja¬ 
nissaries put an end to their uprising and vowed to be faithful to 
the new sultan-to-be. It was in this manner that Mehmed II, at the 
age of 19, came to the Ottoman throne for the second time on 18 
September 1451. „ C - 

The first thing that Mehmed II did hfion assuming the throne 
was to determine with whom jre/ivould be^feprking. Halil Pasha 
remained in his posCas graifd viyier,jwjnle Uz-gjiroglu Isa Bey, who 
had been in chargenf supervising Melnned while he was in Mani- 
sa, was dismissed, wjth his dfxtiels being giverrto Ishak Pasha. The 
imperial council consisted of, in^ddition to Halil Pasha, the viziers 
§ehabeddin Pasha and^Sjaruc^Pa^ha, jd) ^/hich the pashas Ibrahim 
and Zaganos were later added ^ welh-, 

Now holding the reins of power himself and with a stable staff 
and subjects beneath him, Mehmed II first undertook to renew the 
peace that his father had made with the Serbians and the Byzanti¬ 
nes as part of the policies that had been in place at that time. He 
ceded certain lands close to the Serbian border to the despot George 
Brankovic in an effort to stabilize relations with this country before 
embarking on his larger plans. At the same time, he made certain 
territorial concessions to the Byzantine emperor Constantine XI Pa- 
laiologos and agreed to send him 300,000 aspers annually for the 
upkeep of the prince Orhan in Constantinople, whom Mehmed 
saw as a potential rival for the throne. 


1 Doukas, Decline and Fall , p. 187. 
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Among the noteworthy diplomatic actions that Mehmed II 
undertook while in Edirne were the acceptance of the condolences 
and felicitations sent to him from Transylvania, Moldova, Lesbos, 
Chios, the Genoese in Pera, and Rhodes, as well as the signing of 
a three-year truce with Hungary. In contrast to these, the situation 
in Anatolia did not appear especially promising: upon receiving the 
news of Murad IPs death, some of the old Anatolian beyliks or petty 
kingdoms, among them the Aychnids, the Menteje, and the Germi- 
yanids, began to show signs of attempting to re-establish their own 
administrations. The most significant of these conflicts was that 
which existed between the Ottomans and the Karamanids, despite 
the fact that they had tie's to one ahoth^r through marriage. 

Sultan Mehmed II embarkefcl on a campaign against the Kara¬ 
manids at the head of his arrrty, which w^s made up of soldiers from 
the Anatolian provinces as well a$/fvlykmed’s household troops. This 
marked the first tirne that a stdtahfhad'gone orr£ampaign as both a 


commander and a rujer. Acting cautiously against a possible Hun¬ 
garian attack from th^West/A^ehnje ^.spn t, the soldiers of the Euro¬ 
pean provinces to Sofia^tjfrdeyfhe cpfnrO^rijTof the governor Karaca 
Pasha. When the sultan proceedelft) cross into Karamanid territory 
and arrive at Ak§ehir, the people of both Akjehir and Bey$ehir came 
and swore fealty to him, and the Karamanid ruler Ibrahim Bey, rea¬ 
lizing that he would be unable to withstand Mehmed, withdrew to 
Ta§ili. Mehmed II then began to make preparations to follow him, 
but at just this time there arrived a Byzantine envoy bearing a pro¬ 
posal to increase the annual expenditure of 300,000 aspers for the 
upkeep of the prince Orhan. This altered the situation significantly, 
and Mehmed was forced to accept the offer of peace extended to 
him by his longtime rival Ibrahim Bey, because the Byzantines were 
threatening to release Orhan in the event that Mehmed did not 
accept their proposal. Mehmed’s response to the Byzantine envoy 
was as follows: “Soon I will be in Adrianople [Edirne]. Come to me 
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there and report to me all the urgent needs of the emperor and the 
City, and I will readily grant every request”. 1 

As a newly crowned sultan, and moreover one with the intenti¬ 
on of focusing on his plan of conquering Constantinople, a struggle 
for the throne was something that Mehmed II could ill afford, and 
so, without advancing any further than Akjehir, he immediately ac¬ 
cepted Ibrahim Bey’s offer of peace, which ceded Bey$ehir, Kir§ehir, 
and Seydi§ehir to the Ottomans and included a provision that the 
Karamanids would henceforth send troops to assist the Ottoman 
sultan in his campaigns, while the Ottoman fortress at Alanya was 
ceded to the Karamanids.^ -- r - 

In his response to the Byzantine envoy 1 , Mehmed II retained his 
calm and did not express his angef/Having cphne to the throne just 
one year earlier, he now undyrtopk certain precautions to help reali¬ 
ze his goal of conquering Constantinople. However, while returning 
to his capital, something occurred j:hafhe had n^t expected or taken 
into account: the Jamssaries^hayjug girded their weapons, lined up 
in two ranks, and as the pultaja'wa^'pa^Suyg' by, they announced that 
since this had been the shl tarfyfjrst cfaprpargn, he owed his servants 
their just reward. Although Mehmed relented and granted them the 
ten purses of aspers that they demanded, at the same time he also 
had the Janissary agha Kurtiju Dogan, an associate of Halil Pasha, 
removed from his post and the Janissary colonels severely punished. 

As soon as the young sultan returned to Edirne he took up 
the matter of the demands being made by the Byzantine emperor, 
whom he considered to have betrayed him. As the demands had 
been made in a threatening manner, his response now was also a 
threatening one. First of all, he withdrew all of the privileges that 
had previously been recognized. Also, far from raising the incomes 
of the lands whose revenue he had previously granted to the Byzan- 


1 Doukas, op. cit., p. 194. 
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tines, he cut them off completely and expelled the imperial officers 
responsible for revenue collection. This newly aggressive policy to¬ 
wards the Byzantines on Mehmed II’s part was a harbinger of the 
fact that the time for conquest was fast approaching. 

The winter of 1451/52 was spent constructing the castle of Ru- 
meli Hisari on the Bosphorus, which served as the first open sign of 
the coming siege. This castle, built opposite Anadolu Hisari on the 
strait’s narrowest point, would make it possible to control the sea 
route that served as the lifeblood of the Byzantine supply line. Well 
aware of the preparations underway, Emperor Constantine XI Palai- 
ologos sent a team of envoys to the feuljan. This delegation reminded 
Mehmed that no previous Ottoman syifaci had engaged in such ac¬ 
tivities in the vicinity of Constantinople and that matters that might 
result in war had always be6n resolved by means of compromise, 
and so it was requested thaf^eljttied'abandoh. his plans. The dele¬ 
gation also let it betitnown tbdt the B^zantinerjvere willing to pay 
tribute to make thisljappen. Mehijned’s response was harsh: despite 
the Byzantine emperor's coficjliatary approach, he refused to take 
even one step back and/Contynued, pnCcdpstruction of the castle, 
which was completed after jusrfoiiCmonths of ceaseless building. A 
garrison of some 400 soldiers was stationed there along with a large 
number of cannon. Spending the winter of 1452/53 in Edirne, the 
sultan continued his siege preparations and planning, with Mehmed 
seeing personally to the construction of cannonballs as well as to 
test firings. Next, in accordance with Islamic martial law, a message 
was sent to Emperor Constantine prior to the declaration of war, 
demanding that he surrender the city. When the emperor refused, 
the siege commenced. 
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Uzun Hasan and removed the Akkoyunlu threat to Anatolia. All in 
all, through his successive series of conquests, Mehmed doubled the 
size of the Ottoman territory that he had inherited from his father, 
and over the 31 years of his reign he united all of Anatolia and the 
Balkans into a single sovereign realm. 


Mehmed II was a great ruler who can truly be considered the 
second founder of the Ottoman Empire owing not only to his nu¬ 
merous conquests, but also to the new and modern structure he bro¬ 
ught to Ottoman government and to his transformation of Istanbul 
into the center of an empire. 


Over the years, hovyeVer, Mehrhqd’s body gradually weakened. 
Despite the fact that he was afflicted wfth-^out and quite exhausted, 
in 1481 he set out on a new campaign. Haviij^crossed the Bospho¬ 
rus into Uskiidar, he^passed^away or^3/May, apthe place known as 
the “Sultan’s F ield^etweeaT^Oskuda/arid Gebze. There have been 
claims that he was'^jfctually poisoned, nut noire/of the sources sup¬ 
port this notion. Hepvas bprieq in^ tomb-it Fatih Mosque, the 
Mosque of the Conqdenpr, wjrfch/he h^dmilt and which had been 
named for him. ' 'j 


r 


Political, Cultural, and Literary Personality 

As the sources make clear, Mehmed II was possessed of an ext¬ 
remely aggressive, decisive, and harsh character. He was not only a 
strong military leader who modeled himself after such world con¬ 
querors as Alexander the Great and the mythological Persian ruler 
Jamshid, but also a highly open-minded man of art and culture. 
The sole aim of his life was to transform the Ottoman state into one 
of the greatest and most powerful in the world, and with this aim 
in mind he always acted in an uncompromising and even ruthless 
manner in terms of politics, economics, and social planning, while 
also taking great care to encourage and patronize scholarship and 
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the arts. As a lover of knowledge and someone who, unlike his fat¬ 
her Murad, took no special pleasure in courtly entertainments or 
hunting, when not on campaign Mehmed spent a great deal of his 
time in the company of scholars and poets. Prof. Halil Inalcik, one 
of the most significant living representatives of Ottoman historiog¬ 
raphy, makes the following important points regarding Mehmed II 
as a ruler: 

In addition to being a ruler possessed of great and absolute power, 
the conqueror of Constantinople was also a man who embraced 
the idea of world domination. The sources of this idea lay in the 
Turkic-Mongolian notion of the khan, in the Islamic notion of the 
caliphate, and in the Roman notion, of empire. Sultan Mehmed II 
is known to have had Kis Italjamcbmp/ahions read to him from Ro¬ 
man histories so that he might better comprehend this latter notion, 
and the Byzantine and Western ax^ociates in hfs circles - George 
of Trebizond, Miejiael Kritbvoiifos, George Amirutzes, Benedetto 
Dei, Jacopo of Gaeta, Ciriaeb TAncyha, and others - all played a 
role in his accepting and emlyadijg thyddea of wqrld domination. 
Jacopo de’ Langflshhi, who was present in Istanbyl a short time af¬ 
ter Mehmed II had taken the cjty, states that 'Iylehmed imagined 
for the world a single'empire^a single hvth,. and a single ruler; that 
he saw no place as well/Uited as Istanbul fco^achieving such unity; 
and that he believed that, b/cahsje^of Shw city, he would be able to 
take all Christians under his rule. In 1446, George of Trebizond 
addressed Mehmed as follows: “No one doubts you are the emperor 
of the Romans. Whoever holds by right the center of the empire is 
emperor, as the center of the Roman Empire is Constantinople.” 

In a letter written by Pope Pius II sometime between 1461 and 
1464 - which was probably never sent though it was published in 
Treviso in 1475, while Mehmed was still alive - the pope invites the 
sultan to accept the Christian faith. He says that, should Mehmed 
thus accept Christianity, he will become the most powerful ruler 
and emperor in the world; that he will be called “the Emperor of 
the Greeks and the East”; that he will now rightfully possess what 
he had taken by force and injustice; that all Christians will respect 
him and appoint arbitrators for any conflicts they might have; that 
many will willingly submit to him; and that should anyone stand 
against the Roman church, the pope will call on Mehmed for aid. 
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Mehmed established the Orthodox patriarch, the Armenian patri¬ 
arch, and the Jewish chief rabbi in his new capital, and in 1456, in 
order to become better acquainted with the world that he dreamed 
of conquering, he commissioned a map of the world from George 
Amirutzes. [...] 

Mehmed II fully embraced his identity as the greatest representative 
of holy war in the Islamic world and as the rightful protector of Is¬ 
lamic lands, and he worked to legitimize his actions in accord with 
this identity. In opposition to the Akkoyunlu ruler Uzun Hasans 
influence and claims on Anatolia from his domains in Persia, Meh¬ 
med appears to have attached some importance to those traditions 
that traced the Ottoman dynasty back to [the legendary Turkic ru¬ 
ler] Oguz Khan. In those years when he was still actively following a 
policy of holy war and^cenfluest, j hffehjned named his firstborn son 
after his great-grandfather Fayezid, his / tihi'd son after the famed 
Persian ruler Jam, and his gramhon after Oguz Khan. All in all, it 
might be stated that Mehmed Ilhmted in his owrrperson the ruling 
traditions of the~Tiirks, ofljepip., ofJLskfn, and^f Rome, melding 
them all into th£Identity qFthehOttbman sultan”] 1 
1 / { / 

Sultan MehmJulII had a great interest irutfiligious philosophy, 
mathematics, geography, astronomy,/and literature. So as to learn 
more about such sciences and 7 arts] hdiaci the most important ex¬ 
perts in these fields appointed^ Ijisepefsdnal teachers, and would 
study under them at fixed times every day. Among these teachers 
were Hocazade Muslihuddin, Molla Gtirani, Molla Ilyas, Siraceddin 
of Aleppo, Molla Abdiilkadir, Hasan of Samsun, and Molla Hay- 
reddin. He was also well aware of the important Arab and Persian 
scholars of his time and made efforts to entice them to the Otto¬ 
man Empire. After the conquest of Constantinople, he had eight 
different churches in the city converted into madrasas, and he also 
established the madrasa of Hagia Sophia and the celebrated “Eight 
Courtyards” madrasas connected with the Mosque of the Conqu¬ 
eror that bore his name. Mehmed would personally inspect these 


1 Inalcik, H. “Mehmed II”. Tiirkiye Diyanet Vakfi Islam Ansiklopedisi. pp. 
405M06. 
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madras as himself, sitting in and observing the classes. He took great 
pleasure in hosting scholarly discussions in his palace or while on 
campaign. With George Amirutzes, he would engage in philosop¬ 
hical debates, and the historian Michael Kritovoulos stated that the 
sultan had a keen philosophical mind. 

Mehmed II also tried to make himself well acquainted with Wes¬ 
tern culture and Christianity. To this end, he personally commissio¬ 
ned the composition of an exposition of the principles of the Christi¬ 
an faith from Patriarch Gennadios II. Mehmed’s initial acquaintance 
with Western culture dated back to his days as a prince residing at 
the palace in Manisa. One^year aftef^the conquest of Constantinople, 
the Italian humanist Ciriago d’Ancona^artre to the Ottoman palace 
and is known to have studied Rdinan and Western history with the 
sultan. Some 50 books relatifig to Mfestern culture have survived to 
the present day in-^ehmetJ^lifjhiry/of which j42 were written in 
Greek. Among these, eight arc/chrdniclfs, six dig! with mathematics 
and astronomy, and a number of cjtjiers are in thy 7 fields of history and 
geography as well. V ^ / ^ / 

For his time, Mehmra IIjquife y aTretfthinking, open-minded 
ruler. He would invite into his presence thinkers, philosophers, and 
scholars who all had very different ideas from one another, showing 
them all an equal degree of esteem and attention and prompting them 
to engage in scholarly discussion in his company. One such discussion 
continued over the course of six days and was conducted by Hocazade 
Mustafa and Molla Zeyrek, two eminent scholars of the time. 

The patronage by Sultan Mehmed II of scholars, thinkers, and 
artists led to a steady influx of such figures into Istanbul from seve¬ 
ral different parts of the world. Once, in order to help secure peace 
between the Ottomans and the Akkoyunlu or White Sheep Turk¬ 
men, the Akkoyunlu ruler Uzun Hasan sent the astronomer and 
mathematician Ali Qushji to Istanbul as an envoy, and Mehmed 
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II invited the scholar to remain in Istanbul and teach at a madrasa. 
After continuing on to Tabriz to complete his duties as an envoy Ali 
Qushji returned to Istanbul, where he was received by a special dele¬ 
gation and an official ceremony of welcome was held. Among those 
who greeted Ali Qushji upon his return were some of the greatest 
scholars of the day, including the chief judge of Istanbul, Hocazade 
Muslihiiddin Mustafa. Ali Qushji was granted a salary of 200 gold 
pieces and appointed as a lecturer at the madrasa of Hagia Sophia. 
Here, the scholar taught courses in astronomy and mathematics as 
well as preparing the curriculum for the Fatih mosque complex. Du¬ 
ring his time in Istanbul, he also pleasured the exact latitude and 
longitude of the city and hatha nufnhhrj/of sundials constructed. 

When Sultan Mehmed II refumed to the Qttoman capital from 
his victory over Uzun Hasan ana thd Ajckoyunlu in 1473, he bro¬ 
ught back a number)of artisjkfrqrfi Ipdn. He also invited to the em¬ 
pire several European painterVand 'artists, among) them the Ragusan 
Maestro Paolo, the Veronese sculptor and medalist Matteo de’ Pasti, 
and the medallist and^aint^pfdo.stynzpxdaTerrara, all of whom not 
only produced work irrtjfe city but.alsotrjmed other artists. Paolo 
trained the Ottoman court pairttcrSinan Bey, who in turn served as 
the teacher of the portraitist §iblizade Ahmed Qlebi. The painter 
Gentile Bellini was sent to Istanbul by the Republic of Venice in 
1479, and he stayed in the city for two years, during which time he 
did portraits of a Turkish woman, a Janissary, and Sultan Mehmed 
II himself, in addition to creating a medallion of the sultan. 

In his book Resimli Turk Edebiyati Tarihi (An Illustrated His¬ 
tory of Turkish Literature), Nihad Sami Banarli describes Mehmed 
IPs upbringing and his identity as a man of art and literature in the 
following terms: 

Mehmed’s teachers and tutors in the fields of politics and the mili¬ 
tary sciences included such figures as §ehabeddin §ahin Pasha and 
Zaganos Pasha, while his instructors in intellectual pursuits inclu- 
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dcd such contemporary scholars as Molla Hiisrev, Molla Giirani, 
Molla Yegan, Hizir Bey Cjlelebi, and Hocazade. Mehmed put great 
value in scholarly life and activity, and he would invite contempo¬ 
rary scholars into his presence to engage in intellectual and phi¬ 
losophical debate, even appointing his own teachers as arbitrators 
for these debates. He himself was also cultured enough to have 
some say in the issues that arose during these debates. In addition 
to Turkish, Arabic, and Persian - all of which he knew very well - 
he also knew Greek and Serbian. His rich library had a significant 
collection of works in Greek, with many of these books dealing 
with the subjects of history, mathematics, and astronomy. Besides 
this, Mehmed was familiar enough with the ballistic sciences of 
his day to be able to personally set the measurements of the heavy 
cannonballs and mortars that jwej-p- used during the conquest of 
Constantinople and other battfes'an^sjle^es. The great respect and 
esteem that he always showed/to his teSchers, under whom he 
continued to study during his ye^ts of rule, wa£well suited to the 
greatness of his igj^n. He <vould return that his teachers address 
him simply as jjMehmedjj/^lydicyer he saw his teacher Molla 


Giirani, he would 1 kiss his hand, 
his other teachcr-Molla Hiisrev, 


and fphwould always rise to greet 
even if he happened to be in the 
mosque. [...J -T / ; 1 / ^ 

Mehmed II was a man of the apt's. understood and admired 
not only the art of poetry,/but othe,r a$ts-4s well, including the 
Christian art of the Renaissance/fhc great value that he put upon 
architecture is clear from the hundreds of architectural monu¬ 
ments with which he adorned the lands that he had conquered. 
As even Western sources admit, he worked to preserve and protect 
the Christian monuments found in the cities he conquered, even 
from his own soldiers, of which Hagia Sophia provides the best- 
known example. He ornamented his palace with paintings and 
sculpture, which was a degree of artistic tolerance that was quite 
bold for an Islamic ruler. He also brought painters to Istanbul 
from Italy and had his portrait done out of admiration for the 
modern art of Europe. 

This sultan was also one of the more accomplished poets of his 
day. Writing under the pen name of Avni, he composed a signi¬ 
ficant enough quantity of poems as to be able to form a divan of 
his collected work. The majority of his surviving poetry consists of 
lyric ghazals. These are songs of passion, love, and wine that reveal 
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the subtle spirit to be found inside Mehmed’s otherwise harsh and 
aggressive character, and they show that Sultan Mehmed II, the 
Conqueror, was also a man of love and beauty. 1 

There were also important developments in language and li¬ 
terature during Sultan Mehmed II’s reign. As a poet himself, the 
sultan worked hard to develop the fields of literature and poetry, 
and he invited a number of poets and litterateurs to the Ottoman 
Empire from other Islamic polities. Among these was the great Per¬ 
sian poet Jami, who never came to Istanbul but to whom Mehmed 
II nevertheless continued to send 5,000 florins annually. There were 
a total of 180 poets in the sultan’s ^service, thirty of whom received 
a monthly salary. r ~~d \y 

s' i/ (fl 

Ahmed Pasha and Necati Bhgytwo of the^greatest poets in the 
history of Turkish literature,/were'among the poets who received the 
salyane. Ahmed Pas fa had spfvecTas^rhe chid judge of Edirne and 
as a kazasker or provincial chjdf jludgq/before hepoming the sultan’s 
teacher and courtier He was very much in jfie sultan’s favor and 
remained by his side ftjr mariyjdars after the conquest of Constanti¬ 
nople, participating in-A^hmed PPs scholarly and poetic gatherings 
and presenting the sultan with Numerous panegyric poems and lyric 
ghazals. As for Necati, he had been born in Edirne and raised in 
Kastamonu before coming to Istanbul as a young poet in the final 
years of Mehmed IPs reign, where he made himself known thro¬ 
ugh the panegyrics and lyric poems he presented to the sultan, who 
developed a respect for the poet and eventually made him a divan 
secretary. 

Some of Mehmed IPs grand viziers - such as Mahmud Pasha, 
Karamani Mehmed Pasha, and Sinan Pasha - also produced works 
in poetry and prose, in addition to the cultural development they 
fostered through their patronage of poets and other litterateurs. Ot- 


1 Banarli, ResimLi Tiirk Edebiyati Tarihi, p. 444. 
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her figures in the sultans circle who became known for their poetry 
and for the ornate prose known as in§a were Cezerizade Mahmud 
Vefayi, Molla Liitfi, and Hizir Beg, who served as the first chief 
judge of Istanbul. Among the other poets who were close to the 
sultan and earned his respect were Melihi, Ajki, Mehdi, the kazasker 
Fenarizade All C^elebi, and the finance minister §emsi, while some 
of the many other poets of the time included ‘Ulvi, Katibi, Nizami 
of Karaman, the female poet Zeynep Hatun, Cemali, Kivami, and 
§ehdi. There were also a number of poets who came from Persian 
lands to settle in Istanbul and who became court poets, among them 
Hamidi, Kabuli, Ka$ifi, Sahili, Va^iidi, and Leali. All of these po¬ 
ets and litterateurs were 'accorded -gre4r>esj)ect and favor by Sultan 
Mehmed II, and in return they composed numerous panegyrics in 
praise of the conqueror of Cpnsf^rfthjople. 


One of the most impory4nt^figu/ds in the fields of science and 
literature during Mehmed Iiyrejgh w^s Sinarrfasha, who was the 
son of Hizir Bey, the,first chief jjudge of Istanbul, and the brother 
of Ahmed Pasha, the^mufti^Btirja^ and of Yakup Pasha, the chi¬ 
ef judge of Bursa. Whii^stilF jelatiyphCydpng, Sinan attracted the 
sultan’s attention with his repbfcWn as a man of scholarship, wis¬ 
dom, and philosophy, and he was appointed as a lecturer at the Ha- 
dith school in Edirne. Later, he was rewarded with a lectureship at 
the Sahn-i Seman (“Eight Courtyards”) madrasas, part of the Fatih 
Mosque complex, and eventually was made a vizier and thus given 
the title of pasha; because he also served as Mehmed II’s teacher, the 
sultan addressed him as Hoca Pa§a or “Teacher Pasha”. Sinan Pasha 
penned treatises and commentaries in the subjects of mathematics, 
astronomy, Islamic jurisprudence, and philosophy. He was also a 
master of poetic prose, and gained fame with such Turkish works as 
the Tazarrundme (“Book of Supplication”) and the Tezkiretu’l-evliya 
(“Lives of the Saints”). 
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Besides serving as patron to a very rich series of cultural and 
literary activities during his reign, Sultan Mehmed II was also him¬ 
self a significant figure in the fields of poetry and aesthetics. His 
ghazals, quatrains, and couplets were written using the pen name 
“Avni”, and were large enough in number to constitute a small divan 
of collected poetry. Most of his poems were lyric ghazals dealing 
with such themes as love and wine, and they make a clear case for 
the subtle soul and cultural and aesthetic identity of a man better 
known for his harsh, heroic, and even belligerent character. 

The biographies of poets written by A§ik (^elebi and Latifi in 
the 16th century are am o pg -th c, mjcjs t- i n val u ab 1 e sources of Turkish 
literary history, and both jeohtain mipbrtant assessments of Meh¬ 
med II as a poet and litterateur. ‘A$ik C^elebi hag the following to say 
about the sultan: JK/ / / / 

He was aware thatj he had J?fen gfanped numerous divine blessings 
that were being'sp'oken of, apd hedcnev/that gratitude was a cause 


of the multiplication of blessings for a grateful servant [of God]. 
Couplet: Even wljh the tpngue of aH the hairs 6 f the body 

One cannqtf^egirTto e-fun Gdl >lessings of God 

However, acting in accordarice>|tjithfe "phrase “Record these bles¬ 
sings with the utmost gratitude” and uttering the words “Paradise is 
beneath the shades of swords”, and in order to gain the eight paradi¬ 
ses and express his gratitude to God and to the blessings he had bes¬ 
towed, [Mehmed] had constructed a blessed mosque in which all 
varieties of greatness and beauty were gathered, and understanding 
the necessity of places wherein scholarly matters could be discussed 
and disputed, he had built the madrasas of the Eight Courtyards. 
He surrounded this mosque, the worldly likeness of the eight para¬ 
dises and a place in which were gathered all possible benefactions, 
with great beauties and brightness and [so] made it that he himself 
could be a cause of praise and exaltation even unto the end of the 
world. There is no doubt that Istanbul became the place where all 
the separate branches of knowledge were added together as one, 
nor that these madrasas of Eight became a sanctuary for masters of 
wisdom and of the word and a meeting place for people of virtue 
and perfection. Students came here from lands far and wide, and it 
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became a headquarters and a haven for state and government offici¬ 
als. Here, knowledge of the divine sciences grew as clear as the fire 
atop the mount, and inasmuch as the branch is dependent upon 
the root, all of the branches of the sciences of wisdom here became 
clear for all to see. Among those of [Mehmed’s] viziers who were tra¬ 
ined here were Sinan Pasha, Ahmed Pasha, Mahmud Pasha, Monla 
Hiinkaroglu Mehemmed Pasha, and many other important govern¬ 
ment officials as well. Moreover, in accordance with the couplet: 

Even should you be superior to all creatures, yet still you are a cre¬ 
ature 

No doubt whatsoever is there that musk’s smell lies within the blood 
of the gazelle 

[Mehmed] used the pen nanje of ‘jAypi” to compose flawless gha- 

zals and excellent odes and qqatraitisd/ 

>- j/ ft 

As for Latifl’s biography oFpoets, it has ^the following to say 
concerning Sultan Mehmed/II: / / 

On His Majesty-tlhe late Shit arKMehnwd Khan 

Ghazi Sultan Mehyned Kharfis tiefforemost and-dle choicest of the 

Ottoman sul tans.u^mong all the rqlers of the past; he is the sultan of 
ghazi sultans and th^builder of nunierous beneficial and beautiful 
structures. Among dtos'e/iultdns wlio afexbnqijerors of countries he 
is the conqueror of the capital pf IjstainhnFhna he is the reviver of the 
ceremony of the Prophet’s holy law. It was he who was the honoree 
of the Prophet’s words, “What a fine commander!” And it is for this 
reason that he is respected and honored and enjoyed the bliss of 
both this world and the next. In the chronicles he is given the title 
“Father of Benefactions” and described by the term “Father of Bene¬ 
volences”. His blessed reign was a time of scholars and jurists and an 
era of orators and upright men. So that this honorable society might 
contain a great variety of types and give rise to excellent discussions 
and the finest desires and most esteemed respect, he constructed 
many madrasas and soup kitchens and other structures and had co¬ 
untless products widely distributed and turned into waqfs for the 
sustenance of this great community. As it is told by students of past 
scholars, when the late and lamented Sultan Mehmed Khan built 
the Eight Courtyards, no matter how many students and assistants 
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there might be in the complex’s larger and smaller madrasas, whene¬ 
ver they advanced [through the madrasa curriculum] from [the basic 
Arabic grammatical work] al-Amthila to [Shams ad-din Mahmud b. 
Abu’l-Qasim] al-Isfahani’s commentary [on a theological work by 
Nasir ad-din at-Tusi] and from al-Isfahani to [at-Taftazani’s] 72?/- 
wih and [Kadi Burhaneddin’s commentary on Talwih called the] 
Tevzih , they would become known for their great talents and their 
information would be recorded in official registers, and whenever a 
lectureship or judicial post would be vacated, these registers would 
be consulted so as to find the appropriate person to appoint to the 
vacant post. Such attention and concern led to students putting 
forth the utmost effort and developing an intense desire for lear¬ 
ning, and as such everyone on the scholarly path would complete 
their education in the most excplldijt manner. This, in turn, paved 
the way for a widcsprcad^ aeqfflsilron'j^knowledge and of talent 
such that, in those days, everyone would be valued and esteemed in 
accordance with their merits. Positions and posrkwerc not acquired 
by means of bribed or through "the ftjvopitism oijpashas. 

Verse: Desire [and rcspccy/n is afiat perfects the student 

As is well know tr, in that era^hej-e wercso manyicholars and such 
an abundance ofqurists and other highly talenpecl people that the 
like had never before,bcen<<een-duririg the reigrfof any sultan, and 
thus those who achived matrifityTh that <kr^ were truly none other 
than those scholars andwise/rperr pffije'dTrCthe [Prophets] saying, 
“The divine scholars of my community are like the prophets of the 
Children of Israel”. Truly their like had never been seen before. 
Whether it be in the land of India or the country of Sindh, where¬ 
ver there were scholars competent in the composition of scholarly 
tomes, well versed in various sciences, and possessed of profound 
knowledge, [Mehmed II] would dispatch to them letters addres¬ 
sing them with a great variety of distinguished titles and send them 
many thousands of compliments and gifts and valuable fabrics, 
granting to them of all that he had and making to them attractive 
offers and promises and vows of high positions and lofty posts, and 
in this manner he compelled many to bid farewell to their homes 
and leave their motherlands [for the Ottoman Empire]. 

\ferse: Desire it is that draws musk out from the land of Khotan 
It is widely known among the people that, when the mullah known 
as Ali Qushji was invited to Anatolia from Persia, at every stop 
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along the way from the Persian border into Anatolia he was granted 
and honored with 1,000 aspers and met and hosted by thousands. 
Verse: And it is wise jewelers who increase demand for gems 
\ferse: It is only respect and favor that allows excellence to be 

gained 

Couplet: Only through the sultans favor can excellence be gained 

If there is no favor, of excellence there will be none 


Yet [in that era] all were divine scholars and judges worthy of a 
sultan. They would not cast their souls into the pit of hell just to 
gain a post or a benefaction, nor would they conceal an obvious 
truth simply to protect their position, nor would they swallow their 
tongues during a court judgment just to flatter emirs and viziers by 
saying “How well you have.done!”,/rro^ 1 would they negate what was 
true simply to win over erpiH"and viziejsP^qid the viziers and emirs 
[of Mehmed II’s time] would submit to and comply with the noble 
commands of holy law, and for dfisreason perntesion would never 
be granted to do-aught that^fellputsjde/the bounds of holy law. In 
our own day, sojasj to prote,^^^^^po£t and their s.tatus, judges will 
tell bald-faced liesTo viziers and ettiirs,,sdying, “Truly you have done 
what is right!”, and during a court judgment they-Mll turn deaf and 
mute [when they shpuld speak the truth]. ' ^ 

Couplet: Behold thef mefli£tuaKschedar^ pf this late era 


Forget their thick robes'and/ust jopkht the "turban that they wear! 


In sum, in that era scholarship and skill were so highly valued, scho¬ 
lars and talented people were so much more honored and esteemed 
above others, and poetry and finely wrought prose were so valued 
and esteemed and litterateurs so respected and honored that every 
year 1,000 gold florins would be sent to the Teacher of the World 
[Khwaja Mahmud Gavan] in the land of India and to the great 
master Jami in the country of Persia, and some of the poets and 
litterateurs of the age would write chronicles in verse and prose re¬ 
counting the conquests made by Mehmed while others would fas¬ 
hion strings of praise to him in quatrains or panegyric odes. And 
Mehmed’s own blessed character was so fine and true that he him¬ 
self had a tendency toward poetry and wrote verses and lyric ghazals 
using the pen name ‘“Avni”. The following two opening verses of 
ghazals are among his finer poetry. 
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Opening verse: Cupbearer, pour some wine! For one day the tu¬ 
lip garden will wither away 

And when autumn comes the rosegarden and the 
spring, they too will wither away [v. #22] 

Also: From the chain of your locks, the maddened heart seeks 

but one link 


But, tired of its pain, it now seeks but a noose for hanging 
And the following opening verse was an expression of the animosity 
felt between Sultan Mehmed II and Mehmed Bey of the Karama- 
nids: 

Opening verse: Karamans lord s been ranting about dominion 
If God grants, I’ll make of him the black earths minion 1 [v. #79] 
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1 Latifi, Tezkiretuffu'ardveTabsiratun-Nuzamd , pp. 139—141 
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Eld 


1. Yiiziin meh-i ‘id ii ser-i ziilfun $eb-i Isra 
Gamzen yed-i Musa leb-i la'liin dem-i ‘Isa 

2. Bu hiisn-i Hudayi ki Huda sana viriipdiir 
Mani-i cihan yazmadi t^svirune hem-ta 

/ y fh 

3. Alnun kamerine yiiziin aydia/mujabih ^ 

Bunca goz ile-gormedj/bu ^arlvi mualM~ 

" S V '/'/'/ d 


E,y / E/ 

‘Avni seni medh eyfedijfiyi Jtarfei'gaZelde 
Matla 1 dedi yiiziine vii agzuna muamma 


1 (1). AE /lb. 
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i.$iiR 

1. (Ey sevgih,) seninyuzun bayram hilali, saglann iseIsragecesidir... 
Edah bakipn Hz. Musa'mn mucizevi eli; lal dudaklann ise Hz. Isa’nin 
(hayat veren) kutlu nefesidir. 

Avni’nin Hz. Muhammed ovgiisiinde kaleme aldigi anla$ilan bu 
ilk gazelinde, O’nun yiizii -ojmztin, parlakhgi ve Hz. Muhammed’in 
getirdigi dinin insanhk' f^ii^Jjayfatj^ ijtnisali kudu ve mesut bir 
donemin ba$langici saydmasi gibi sebepfcrle- hilale benzetilmi§tir. 
Bilindigi gibi, her tiirlii zevklerdpf^ve lezzetkrden uzak durma ayi 
olan Ramazan in bipi?i ve artjk yiyip^idme vemimetlerden istifade 
etmenin zamam otaxi bayramnj gelki.^akyiiziinpe hilalin goriinujii 
ile ba^lamaktadir. %cy\tui Hz. fyluhammed’ialsa^ari, siyahhgi ve 
uzunlugu sebebi i 1 c (icinde:/Mirac; mucizesiftth meydana geldigi - 
Isra gecesine tejbih edurAjftir/ 

§aire gore Hz. Muharrim^dfifr 'edali ve hijimli yan bakiji 
(gamzesi), Hz. Musa’mn dujmanlari §a$kinhga ve caresizlige 
diijiiren mucizevi beyaz eli (yed-i beyza) gibi, inananlarma huzur, 
diijmanlarina ise tedirginlik vermekte; lal misali kiymetli dudaklan 
da Hz. Isa’mn oliileri dirilten, hastalari §ifaya kavujturan mucizevi 
dudaklarina benzer bir jekilde, insanlara hayat vermektedir. Gamze 
(edali ve hijimli yan baki§) ile Hz. Musa’mn eli arasinda kurulan 
ilijkinin bir sebebi de Hz. Musa’mn, yumrugu ile bir Kiptiyi 
oldiirmesi hadisesidir. Sevgilinin (Hz. Muhammed’in) gamzesinin 
kahredici etkisi, tipki Hz. Musa’mn Kiptiyi bir yumruk darbesi ile 
oldurdiigii gibi, diijmanlarim maglup etmij ve onlari yere sermijtir. 
Avni Divani nda bulunan §u iki beyit de aym hadiseye telmihte 
bulunacak jekilde kaleme alinmijlardir: 
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Gamzesi oldiirdiigine lebleri canlar viriir 
Var ise ol ruh-bah§un din-i Isa rahidur 1 


Musa-yi miijen olursa canuma katil 

Kafir olayin olur isem ’Isiye kail 2 

Metinde ayrica dudaklarin benzetileni olarak “dem-i Isd” 
tamlamasi geijmektedir. Buradaki “dem’in “nefes” di§indaki bir 
anlami da “kan’dir. Kelimenin bu anlami ile “dem-i Isd” terkibi, 
“Hz. isanin kam” anlamina gelmektedir. Bu ise §arabi hatirlatir. 
(^iinkii Hristiyanlikta §arap, Hz. Isanin kam olarak kabul edilir. 
Boylelikle dudagin kirrpm rengi" ijtT prap arasinda iham-i tenasiip 
^erq:evesi i<;erisinde benzerllk ili^si ktirulifiujtur. §arabin tasawufi 
mecazlar sistemi ^erisindeki an laird ise a§kt in/_ 

2. (Ey sevgili,) -bit ilahi 'jguzejttgi/Allah (yainiz) sana vermipir. 

Bu diinya Mani 'sfjbugune kytdarY sery(n tasvirifie benzer bir resim 
pzememipir. , 

^ ' / r '''— 

Mani, Mani dirfihin kupucu^u J^bul edilen Qinli me$hur 
minyatiiristin adidir. Oyfun kutsal, yeTbiiyiilu minyatiirlerle dolu 
Erjeng veya Erteng adli kitabinin kendisine vahiy edildigine inanilir. 
Beyitte, diinya (cihan) Mani’ye benzetilmijtir. §air, sevgilinin (Hz. 
Peygamber) yiiziiniin ilahi giizelliginin diinyada bir e§ine daha 
rastlanmadigini anlatmak isdyor. 

3. (Ey sevgili,) bu yiiksek gdk kubbe onca gozii ile (yeryuzunu 
gdzetledigi halde) senin alnm gibi parlak ipkh bir gece; yuziin gibi 
giizel b'tr dolunay gormemipir. 

Yiiziin list kismini te$kil eden aim, beyazligi ve aydinligi sebebi 
ile ay ljigina te§bih edilmi$; yiiz de, mehtabin aydinlattigi bu i§ikli 
gecede parlayan dolunaya benzetilmi$tir. Metinde ge^en “ kamer” 


1 g. 14/4. 

2 g. 47/1. 
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sozciigiiniin anlamlarindan birisi de “ay i§igi”dir. Kelime beyitte bu 
manada kullamlmi§tir. 

Divan §iirinde, mehtapli gecede panldayan dolunayin goruniimii 
ile ilgili dikkadere sikga rasdanmaktadir. Bunun bir ornegi §eyh 
Galib’in Husn u A$k adli mesnevisinin 1667. beytindedir. §eyh 
Galib, bu beyitte kadehin icerisindeki jarabi tasvir ederken, ay 
i§igin doldurdugu gokyiiziinde parildayan dolunay benzetmesi 
yapmaktadir: 

Mehtabda meh meh icre mehtab 

Mey §i$ede §i§e meyde^ark-ab ,> - 

§arap, kadehin ifinde; kadelp ise faravm iferisinde gark olmuf 
(batmip kaybolmuf durumda^...(Tp/kiJ mehtaplt-birgecedeki dolunay 
veya halenin ortasindpiki ay giby..^/ 

Avni bu beyjTtc yildi^kril f da/go kyiiztipun gozleri gibi 
diijunmu§tiir. Be^it dikkatli bit jekilde ,'incelendigi takdirde 
goriilecektir ki; bu ta^loda, / yuzu gepe^evrg kujatan siyah saglar da 
geceyi temsil etmektedirj/ ^ i r f 

4. Ben senin (ayrihginin) gam meclisinde oyle bir §arap igtim ki, §u 
gok kubbe o $arabin uzerinde olu$mu$ (kiifiik) bir hava kabarcigi gibi 
(degersiz) kalir. 

§air, sevgili olarak tammladigi Hz. Muhammed’den ayri yajanan 
diinya hayatini bir gam meclisine; ona kar§i duydugu a§k ve arzuyu 
§araba benzetmekte ve diinya hayatina ait lezzetlerin bu a$k ve 
arzu yamnda hava kabarcigi kadar degersiz, gelip gegici oldugunu 
vurgulamaktadir. 

5. (Ey sevgili,) Avni yazdigi bu gazelde seni 6i>du ve yiizun igin 
"mafia" dedi; dudaklann if in ise “muamma” tabirini kullandi. 
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“Matla ”, (bir §eyin) tulu ettigi, dogdugu yer demektir. Giiney 
ay ve diger yildizlarin dogujuna da “matla’ ” denilmektedir. 
Ayrica kaside veya gazelin kafiyeli olan ilk beytine de “matla’ 
adi verilmektedir. Matla’ tasawufi bir istilah olarak “Hakk’in 
tecellisinin dogdugu yer” anlamina gelmektedir. 1 “ Muamma ” ise, 
manzum bilmecedir. §air, Hz. Muhammed’in yiizii icin -giizelligi 
ve parlakligi yonii ile- giine§in veya ayin dogu§u benzetmesi 
yaparak, biitiin giizellik ve hakikat ljigimn ondan (onun yiiziiniin 
ufkundan) dogdugu gercegini vurgulamakta; agzini ise -nice gaybi 
sirlarin ve ilahi gerceklerin kaynagi olmasi yonii ile- muamma olarak 
tammlamaktadir. , 

- A T I' f 
f I-- 1 



/ /A. 

— J 


A 

/ ' 

A 

/ ) 

/ / 


1 Agah Sirn Levend, Divan Edebiyati, s.48. 
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1. Your face is the crescent moon ofEid and the tip of your curls the 
night oflsra. Your flirting glance is the miraculous hand of Moses and 
your ruby lips the resurrecting breath of Jesus. 

In this first ghazal, Avni is apparently writing in praise of the 
Prophet Muhammad as the beloved^: the Prophet’s face is here likened 
to the crescent moon for, axpnng-ofh^r ^reasons, its resplendence 
and the fact that Muhammad’s revelation'of the religion of Islam is 
considered the advent of an auspicious and joyous era for humanity, 
much like the festiyd time of^Eid^al-Fj^f. This'-festival marks - with 
eating, drinking, anld the enjpyment^pf God’s ^lessings - the end 
of the month ol "Ramadan, during which SHt forms of pleasure 
and delight have bCyn avoided^ and the festival begins with the 
first appearance in thcosky ofethe^resdenf ,moon on the last day of 
Ramadan. In this couplet, thffrh pKefsIiair is likened, in terms of 
its blackness and length, to the night oflsra, on which occurred the 
Mi‘raj, Muhammad’s miraculous journey through the heavens and 
into the presence of God. 

According to Avni, Muhammad’s flirtatious and indignant 
sideways glance igamze) brings peace of mind to believers and dread 
to his foes, just as the miraculous “white hand” of Moses iyed-i beyza) 
bewildered his foes and made them despair; as for Muhammad’s 
treasured “ruby lips”, here likened to a red garnet ( la'l ), they give 
life to human beings, much as Jesus’ miraculous lips resurrected the 
dead and cured the sick. Another reason for the connection made 
between Muhammad’s glance and Moses’ hand is the incident in 
which Moses kills a Copt with a blow of his fist. The crushing 
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effect of the beloved’s - that is, Muhammad’s - glance overcomes 
the Prophet’s foes and sends them sprawling, just as Moses’ single 
blow killed the Copt. This same incident is alluded to in two other 
couplets in Avni’s divan: 

As the glance will kill, so will the lips give life 
And so that lifegiver’s path is Jesus’ faith 

Gamzesi oldurdiigine lebleri cdnlar viriir 

Var ise ol ruh-bah§un din-i 'Isa rahidur [v. #14/4] 


Should your lashes likeJvhiscs’ Jian<jT<JlJ me n< 
I’ll break my faith and to Jesvls bow 

/ / / A? 

Musa-yi miijen vhirsa canyfndXatiy . , 

Kafir olayin olufisem IsiyeMail [(v. #47/1] 


The phrase der/ff Isa translated as “the 31 resurrecting breath 
of Jesus”, is also used inf thedext/4s a/trefpe for the lips. Here, the 
word dem means not only also “blood”. This latter 

signification results in the meaning “the blood of Jesus”, which in 
turn calls to mind wine since, in Christianity, wine is considered to 
be the blood of Jesus. In this way, similarity is established between 
the redness of lips and wine within the framework of the rhetorical 
device called iham-i tenasub , in which the reader is left in doubt as 
to which of multiple possible meanings of a word is intended. It 
should also be noted that, in the figurative language of Sufism, wine 
takes on the meaning “love”. 

2. It is to you alone that God gave such divine beauty. The Mani of 
this world has yet to paint the likeness of you. 












Diwdn of Sultan Mehmed II with Commentary - 1 


Maiii is the name of the famed Parthian miniaturist who is 
considered the founder of the Manichaean religion. It was believed 
that his work Arjang (or Artang), adorned with miniatures seen 
as sacred and magical, had been divinely revealed to him. In this 
couplet, the world ( cihdn) is likened to Mini. The poet thereby seeks 
to emphasize the fact that, in this world, the equal of the beloved’s 
- that is, the Prophet Muhammad’s - divine beauty has never been 
encountered. 


3. Though it watches the world with so many eyes , the great 
firmament has yet to see moonlight so bright as your brow or a full 
moon so fair as your face. r - 'r j' j 

Here, the brow or forehead - \yhidTccfeistitutes the upper part of 
the face or countenance - is compafed to moqhiight in terms of its 
whiteness and luminosity, Wfiije^the^ace itself^ likened to the full 
moon that shines Si this nightdit so brightly by moonlight. The 
basic meaning of the word kdmeV found in the I ext is “moon”, but 


another of its meanings is “moonjight”, whichjs how it is translated 
here. ^_r // / 

In the tradition of clas/ic^l | ptiorharf poetry, the gleaming 
appearance of the full moon on a moonlit night is an image 
frequently encountered. One example of this is couplet 1667 of 
Shaykh Ghalib’s narrative poem ( mesnevi ) Beauty and Love (Hiisn u 
A}k). In this couplet, Shaykh Ghalib makes a comparison between 
the light of the gleaming full moon fdling the sky and the wine 
filling the wineglass: 


The moon drowns in moonlight, moonlight in the moon 
Wine drowns in the glass, and the glass drowns in wine 


Mehtabda meh meh ifre mehtab 
Mey fqede fi§e meyde gark-db 
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In Avni’s couplet, the stars are envisioned as the sky’s eyes. If the 
couplet is examined in detail, it will be seen that the picture created 
is one in which the black hair that entirely surrounds the bright face 
serves to represent the night. 

4. At the woeful gathering of separation from you, I drank such a 
wine that even the great vault of the sky is a mere bubble on its surface. 

Here, the poet compares life in this world, which is lived in 
separation from the Prophet Muhammad (who, again, is figured 
as the beloved in this poem), to a “woeful gathering” {bezm-igam), 
while the love and devotion felt toward the Prophet is likened to 
wine. In these terms, the^tress isforjidje fret that the pleasures of this 
world are as unimportant 2nd as transient ks a small bubble of air. 


in praise ofryou, saying “womb ” of 


5. Avni has written this p-oe. 
your face, “enigma"-ofyour m'adtt 

The word matlf4^ here translated a/“womK J - means “the place 
where something arises or is bonj”. It is also.used to refer to the 
rising of the sun, thfrtnoon,jhe j^ars/and other heavenly bodies. 
Additionally, the rhyrn^f first capplet,of/a ghazal or panegyric 
(, kaside) is also called the mailzFmf )ufi terminology, matla' signifies 
“the place wherein God’s manifestation appears”. 1 The term 
“enigma” ( mu'amma ) refers to a riddle in verse form. In this couplet, 
the poet makes a comparison between Muhammad’s face, in terms 
of its beauty and resplendence, and the rising of the sun and moon, 
so as to emphasize the fact that the light of beauty and of truth is 
born from him; that is, from the horizon of his face or countenance. 
At the same time, Muhammad’s mouth is described as an “enigma” 
in that it is the source of numerous secrets and divine truths not 
otherwise manifested in this world. 


1 v. Agah Sirn Levend, Divan Edebiyati , p. 48. 
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1. Aglasa derd-i derunum ^e^m-i giryanum sana 
A$ikar olurdi galib raz-i pinhanum sana 

2. Mesned-i hiisn iizre sen ben hak-i rehde pay-mal 
Mur halin ni^e ‘arz ide: $uleyjmanum sana 

/ y a 

3. §em‘i gor kim meclisiinde / aglayup ba$d^.n <pkar 
Ho$ yanar yakiLur ey §em‘-u §ebistanurtTsana 




4. Subh gibi sadrk, oldugufn reh-i 4$kunda3>en 
Giin gibi ru^ep-durur cy n^anu tabanuxg sana 

t-k x y '/-Us 

5. Dun rakibiin cevrini rndtij Cytddufi ben hasteden 
Eyledi te’sir guya ah ii efganum sana 

6. Zahm-i hicran $erhi <;un miimkin degiildiir dostum 
Sine-^akinden haber virsiin giribanum sana 

7. Eyleme gonlin gozin cevr ile Avni’niin harab 
Diirr [ii] gevherler viriir bu bahr ile kanum sana 


1 (2). AE /lb. 










100 | Fatih Divant ve §erhi - 2. §iir 


2. §iiR 


1. (Ey sevgili,) yagli gozlerim, igimdeki dertleri dokerek karginda 
aglasaydi, ancak o zaman gizli sirlanm sana agikdr olurdu. 

Beytin ilk misrainda gecen “ aglasa ” sozciigii, goziin ya$ bojaltmasi 
anlaminda degil; ictcki derderin di§a dokiilmesi, di§a vurulmasi 
anlaminda kullamlmi§tir. 


~Ay 

rmaktash 


'sin! ben ise yolunun uzerinde 
•man'ym; (aciz bir) karinca, 


2. Sen, guzelligin tahtinda oturma, 
ayaklar altinda kalmigim... Ey 
hdlini sana nasiL arzj^tsin ki 1 / 

r—l ' 

Beyitte, Kur’am+jKerim’ih Ndml ^uresinde-gecen Hz. Suleyman 
kissasina telmih vardir. Bu kissaxlSi Hz. Siileyrjtan ile karincalarin 
beyi arasinda gecenv-bir hadjsedt;n byhs e d i 1 mtk t e d ir. §air, sevgiliyi 
giizellik, giiij, kudret </c [ihti§ym i^isipdyri Suleyman Peygamber’e; 
kendisini ise, Hz. Sideymkn’iryiyy^strnjin ayaklari altindaezilmemek 
igin endi§elenen aciz bir karincaya benzetmektedir. 


3■ Ey benim (goniil) sarayimin igigi; gu muma bir bak, meclisinde 
aglayip bagtan gikarak senin igin ne de hog yanip yakihyor! 

§ekil olarak goze benzeyen alevinin dibinden iginin yagim 
damla damla akitarak yanan ve odalari aydinlatan mum, sevgilinin 
meclisinde yana yakila aglayip omriinii tiiketen a§iga benzetilmi§tir. 

4. Ey (yiizu) dolunay gibiparlayan sevgilim; agkimn gaminda sabah 
(aydinligi) kadar sadik oldugum, gun gibi agikardir. 

A§k yiiziinden (jekilen gam, karanlik bir gece gibi dii§unulmu§tur. 
Gecenin bitimine yakin fecirden once tan yeri geijici olarak agarir. 
Buna subh-i kazip (yalanci sabah aydinligi) denir. Bundan bir 
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miiddet sonra ise tan yeri tekrar agarmaya ba§lar ve bu agarma 
giinejin dogu§u ile neticelenir. Bu ikinci gcrcck agarmaya da subh-i 
sadik (gercek sabah aydinligi) adi verilir. §air, sevgili ugruna cckilcn 
ve geceye benzettigi a$k sikintilannm icinde a$igin durujunun ve 
halinin sabah kadar aydinlik ve gercek oldugunu ifade ediyor. 

5. Ey sevgili; dun (nasil olduysa) rakibin bana gektirdigi eziyetlere 
engeloldun... Galiba ahlanm veferyatlanm sana tesir etti. 

Sevgili, a$iga acimijj ve rakibin a$iga gektirdigi eziyetleri sona 
erdirmijtir. Bu ise, a$igin yana yakrla istedigi vuslatin gercekle^mesi 
ihtimalinin belirmesi demektir. 

r ~ ' T J J '' 1 

6. Ey dost; aslinda hicrqn (ayrtltk) yar^im -dil ile- anlatabilmek 
hig mumkiin degildir. (Ancak) pdramparga olmp§ yak am (veya yaralt 
sinem), sana gonlumun nasdperha / §erka oldugunu gostersin. 

A§ik, ayrdik yarpsimn oditadar acfverici ye §iddetli oldugunu 
anlatmak istemekte, ancak 'butju diff ile yansitabilmeye imkan 
bulamamaktadrr. Qjut ancak, ajcilarla yirttjgy parg:a parga ettigi 
yakasi veya yaraladigisinjesi fjj^un^ger^egy ile anlatabilecektir. 

7. (Ey sevgili;) Avmnin giftiliihk vie^ozunii eziyetlerinle harap etme! 
(diinkii bu ulu irmak(a benzeyen gozlerim) sana inciler; bu maden 
ocagi (gibi kan dolu gonliim) ise Lai (yakut) miicei’herleri vermektedir. 

A§igin gozleri deniz veya ulu irmak gibidir. O denizden veya 
irmaktan iri inciler gibi parlak ve taze gozya^lan gikar. Gonlii ise, 
kanli hali ile, lal (yakut) miicevherlerinin ciktigi maden ocagina 
benzemektedir. 
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1. O my love! Only if my heart’s pain made my tears spill over for you 
would the secrets hidden in me he disclosed to you. 

The phrase “if... (tears) spill over” ( aglasa ) in the first hemistich 
of this couplet is not used in the literal meaning of crying out tears, 
but rather in the meaning of openly showing or revealing one’s 


internal sufferings. 


1-J r/ 


i) 


/ 


2. You are seated on the Theory />f Beauty; Jr am trampled on this 
road of earth. O myfjolomonf Hmv cdn a, mere ant explain its state to 
you? 

In this couplet,^tljere is arfallusiorfto a story'of Solomon found 
in the Qur’an 27:1~8^T9, ccgiceyning an incident that takes place 
between Solomon andan anty y / f 

Till, when they reache<fthe.ydley of'dje^An-ts^ an ant exclaimed: O 
ants! Enter your dwellings lest Salomon and his armies crush you, 
unperceiving. And (Solomon) smiled, laughing at her speech, and 
said: My Lord, arouse me to be thankful for Thy favour wherewith 
Thou hast favoured me and my parents, and to do good that shall 
be pleasing unto Thee, and include me in (the number of) Thy 
righteous slaves. 1 

Here, the poet likens the beloved to the prophet Solomon in 
terms of beauty, power, strength, and magnificence while likening 
himself to a helpless ant anxious not to be crushed beneath the feet 
of Solomon’s army. 

3- O light of my dark room! Look at this candle weep at your 
gathering, see how it goes mad to burn so fine for you. 

1 Translation by Muhammad Marmaduke Pickthall. 
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Here, the candle - the shape of whose flame at the base resembles 
an eye, as it slowly melts the wax and makes it drip down while 
lighting up the room - is compared to the lover who, at the gathering 
in the presence of the beloved, weeps with a plaintive passion and 
thereby consumes his own life. 

4. O my love with the face of the bright moonlit is plain as day that 
in the anguish of love I am as true as the light of morning to you. 

In this couplet, the anguish undergone as a result of love is 
envisioned as a dark night. As the end of night approaches, and 
before the redness of the dawn, the place where the sun will rise very 
briefly pales: this is called"the“jalie tjiojning light” ( subh-i kazib). 
A short time afterwards, that sarpe pdinlAtarts to pale once again, 
and this paling ultimately results'fifdhe actualizing of the sun: this 
second paling is called the ‘^me mojmtfg lights ( subh-i sadik). The 
poet is giving expression tc/the fact' thpt the fover’s condition and 
attitude remain as^tfue and as blrighfas the morning, even in the 
midst of the great difficulties erydurpd for thZ sake of love, which 
difficulties are here liken eel tcpthepiigljf^ f ' 

5. O my love! Somehow, yes&rcLtffou stayed the torments my rival 
wreaked on me. Did my cries and wails, then, move you? 

The beloved, pitying the lover, has put a stop to the sufferings 
inflicted on the lover by his rival in love. Ultimately, this signifies 
the real possibility of union with the beloved that has been so 
mournfully desired by the lover. 

6. O dear friend! I cannot explain the wound of separation. So let 
my torn collar and wounded breast show how my heart has been tom 
to pieces for you. 

The lover here wishes to express how painful and violent the 
“wound” ( zahm ) of separation is, yet finds that it is not possible to 
reflect such severe pain in language. Instead, only a display of his 






shirt, which in the throes of his pain he has torn apart, or of his 
chest, which he has slashed, can serve to express the whole truth. 

7. O my love! Do not bring Avni’s heart and eyes to ruin with your 
torments. For the great sea of my eyes presents pearls to you, and from 
the blood-filled mine of my heart are drawn out ruby garnets for you. 

The eyes of the lover are like the sea or a mighty river from within 
which bright, fresh tears resembling large pearls issue forth. The 
heart, on the other hand, is here compared in terms of its blood- 
filled state to a mine from which valuable ruby-colored garnets (la 7) 
are obtained. 
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1. Hasili 9 iin mezra‘-i diinyanun oldi gam bana 
Yillar ile agladi haliim goriip Adem bana 

2. §em‘ <;un gordi goziim ya$in derunum ate$in 
Bezm-i gamda akidur gpzya&m^her dem bana 

3. Gam $ebi efganum i$idilm£z^)lsa za'fdap 

Zir ii bem aheng ider$e taiYaegiil a hemTiana 


/ / / / ' 


4. Can viricek akjbet sevda-y: 


d^-yl Jutlfuriden 


Ehl-i diller karalar geysiin jliktup mate^bana 

5. Ni$-i furkat ye’si nii§-L./t^^td%fflidmnudam 
Ziilf ile la'liin firakinda yeter em sem bana 


6. ‘I$k i^inde kimi yar idem kime haliim diyem 
Du$men oldilar senim^im dostum alem bana 


7. Ka‘be hakki Avni ba$ egmez nemaza yiiz yumaz 
Ka$larun mihrabina secde yeter kiblem bana 
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3. §iiR 

1. Ben dunya tarlasinda gamdan ba§ka bir iiriin eld,e edemedigim 
if in, Hz. Adem (veya butun insanlar) benim bu halimi gorerek yillar 
yih aglayip durdu. 

A§k ugrunda cekilen keder, sikinti ve eziyetler (gam), a$igin 
dunya tarlasinda elde ettigi tek iirundur. Beyitte gecen “adem” 
kelimesi ile hem buttin' msayilar -icagte^iilmekte; hem de iham ve 
telmih yolu ile, yeryiiziinde topyagi ekip'bicen ilk insan olduguna 
ve cennetten yeryuziine indjrildigi 7 zaman affedilmek icin yillarca 
agladigina inamlarTJlz. Adenye i^ret^dilmekledir. 

2. Mum, gozuyadeki ya$iA>e iiimdeki atepijgordugu if in, gam 
meclisinde gozyaflanru durmadan benim if in akftmaktadir. 

§air, mumun goz'j^klin^eki /flleyknyi' alt kismindan yaglarm 
eriyip akmasim, onun a^iri/haliines ^lamdsi §eklinde gostermekte 
ve hiisniitalil yapmaktadir. " ~ 

3- Gam gecesinde, feryat ve figamm zaafyuziinden ifitilmez hale 
gelir ve bu yiizden de sazin telleri bana e§lik edecek olursa, buna 
§a$mamahdir! 

4. Ben, en sonunda senin zulfuniin sevdasi ile can verdigim zaman, 
goniil halinden anlayan insanlar benim ifin matem tutarak karalara 
buriinsunler. 

5. (Ey sevgili;) saflarmdan ve dudagindan ayn kalif (hastahgin) 
da, saflarmdan ayrilif dikeninin verdigi iimitsizlik benim ifin zehir; 
(dudaklarina) kavufma (onlan dpme) iimidi ise panzehirdir. 
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dii$mesi ve ihmale ugramasi yahut varlik alemini siisleyen sifatlar 
gibi anlamlara geldigi 1 hesaba katilmalidir. 

Avni’nin, ilk anda olumsuz saydabilecek anlamlarla yiiklii bu 
beydnin bir benzeri de Gelibolulu Mustafa Ali’nin §u beyddir: 

ibadet bilmezem ben Ka‘be-i ‘ulyaya ba$ egmem 

Sanadur secde ya Rab ben biidin diinyaya baj egmem 

Gelibolulu Mustafa Alt, ozellikle birinci misrada ham sofu ve 
derinliksiz zahitleri kizdiracak ve hatta ilk baki§ta kendisini kiifiirle 
itham ettirecek ifadelerinde sanki hie ibadet etmeyen, etmeyi 
dii§unmeyen ve ibadet'' niaJjsaSdu jl^ rKabe’nin karjistnda secde 
etmeyen (yani namaz kilmayan^/bir insan goriinumii vermektedir. 



Divan jiirinde sevgilinin ka§i ile ilgili benzetme unsurlarindan 
birisi de mihraptir. §airleri bu benzetmeyi yapmaya yonelten etken, 
sevgilinin varligimn, ozellikle yuziiniin kutsalhgi ve bunlarm amildar 
i^in bir nevi kible gibi kabul ediliyor olmasidtr. Bu konunun 
anlajtlmasmda ihmal edilmemesi gereken husus; tasawufi inam§ 
sistemi iginde, sevgiliye duyulan a$k ile Tanri a§kinm birlikte 
du§uniilmesinin kacinilmaz oldugu; divan jiirinin fikri ve estetik 
sistemine hakim olan dujiincenin platonik a$k anlayiji oldugu 
ger^egidir. 


1 Siileyman Uludag, TdsavvufTerimleri Sozlugii, s. 14, 367, 161. 
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1. From the field of this world all I have reaped is pain — all men 
since Adam have seen my plight and for long years wept for me. 

The grief, distress, and torment suffered in the name of love are 
the only crop yielded by the lover in the field of the world. The 
phrase “all men” ( adem ) in this couplet can refer not only to all 
human beings in the world, bpt-alsfcL^/tlpough the rhetorical devices 
of amphibology (ihdm) and allpsion [tebnih) - to Adam, the first 
person to sow in and reap fjorrf/he^oil, and^who is also believed 
to have wept for ySjirs for fprgiyzncsg / upon '-being expelled from 
paradise and cast out into tKeyvorld. 


2. The candle has^seen my tears\and the fkpye inside me - at the 
gathering of woe it hafduept endlesspearpfor; me. 

Here, the poet imagines ;tjr the , melting and flowing of the 
wax from the eye-shaped flame at the base of the candle is in fact a 
weeping for the lover’s hopeless situation; this is an example of the 
rhetorical device known as hiisn-i ta‘lil or poetic etiology, wherein 
the true cause of an event - in this case, the flame’s heat causing the 
candle’s wax to melt - is disregarded in favor of a more “elegant” or 
“beautiful” ( hiisn ) cause. 

3- On this night of woe, my frailty may silence my cries and moans, 
but do not be surprised — the strings of the lute will accompany me. 

4. At last I have given my soul for the love of your locks — let those 
who know what it is to love don black and mourn for me. 

5. My love, the sickness of unending separation from your locks and 
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ruby lips is a poison thorn — in separation, the ceaseless hope of a kiss of 
union on your lips is the antidote to me. 

Through the poison thorn inf) that is separation from the 
beloved, the lover has fallen prey to the sickness of despair; in the 
hopes of freeing himself of this sickness, he has given himself up to 
the desire to drink the sweet ambrosia of union with the beloved. 
The despair with which this thorn of separation has afflicted the lover 
thus riven from the hair and lips of the beloved is a poison, while the 
hope of union that kissing those lips would represent is an antidote 
for that poison. The poet uses the words nf (“thorn; poison”) and 
nu§ (“wine; honey; antidote;, medicine”) in the first hemistich, and 
ziilff side lock”) and Id‘f (‘(ruby as em (“medicine”) and 

sem (“poison, toxin”) in the second hemistich together, thus creating 
a relationship of chiasmus 0 / inverted parallelism (Jeff ii ne$r). The 
lock of hair is likenectto the tiyJniyfi fyrfns of shape, while the lips are 
likened to honey, wine, and tlje aintidpt^ in terms of taste, function, 
and color. Additionally, the word miidam (“ceaseless”) can also mean 
“wine”, a meaning thatis verf relevant: ta this couplet as well. 

_> / / 4 /, 

6. O dear friend! As deep jfrifis bfvy as Vam, who can I be fiend, 
to whom can I cry - because of you, the whole world is now an enemy 
to me. 

7- O my qiblah, to whom I always turn! No longer does Avni bow 
his head or wash his face to pray toward the Kaaba — to prostrate myself 
before the prayer niche of your brow is enough for me. 

The phrase “Avni [does not] bow his head or wash his face” {Avni 
ba§ egmez namdza yiiz yumaz) is a version of a figurative expression 
used in the system of Sufi thought, one that stresses the fact that 
one cannot worship just for show or hypocritically, but that one 
must instead worship for God and God only, the most exalted of 
all beloveds. 
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Moreover, a correct understanding of the couplet requires one 
to keep in mind a whole series of Sufi terms: “to pray” {namaz) is 
the Sufi wayfarer’s struggle with the self; “the Kaaba” is the place or 
station of union; “prostration” is a turning toward God, who is the 
Real; 1 the process of ivudii or ritual cleansing before prayer (abdest) 
referred to in the first hemistich is the cleansing of the lover’s soul 
with tears or with blood; “the prayer niche” {mihrab) - which is the 
niche in a mosque indicating the qiblah, the direction of the Kaaba 
in Mecca - indicates the aim, desire, or goal toward which one turns; 
and the “brow” (ka§) is either the Sufi wayfarer’s falling in rank and 
becoming negligent owing to personal faults, or the attributes of the 


world of creation. 2 


- -U f/ 


(■} 


There is a couplet of Geliboiuhi- Mustafa ‘^ii’s which resembles 
these lines by Avnf in that if seems at first sight to be loaded with 
negative meanings^ 1 ; 

/ I r / hi 

What is worshipTto me? To the great Kaabq^f do not bow my 


head 




/ 


Prostration is to yoaforf- toplye wlfidje world I do not bow 
my head f - ^ 


'Ibadet bilmezem ben Ka ‘be-i ‘ulyaya ba§ egmem 
Sanadur secdeya Rab ben biitun dimydya ba§ egmem 

In the first hemistich particularly, Gelibolulu Mustafa ‘All’s 
words seem designed to anger the excessively and shallowly pious, 
and even to provoke them to accuse him of blasphemy inasmuch 
as the persona of the poem makes a show of neither worshiping, 
nor thinking of worship, nor of prostrating himself in the direction 
of the Kaaba. However, this changes when the first and second 

1 v. Agah Sirn Levend, op. tit., p. 47. 

2 v. Suleyman Uludag, TasavvufTerimleri Sozliigii, pp. 14; 161; 367. 
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hemistichs are considered as a unit, and the true meaning of the 
couplet emerges when the second hemistich is read. In fact, much 
like Avni, Gelibolulu Mustafa ‘All is also effectively saying the 
following: 

O my God! I serve none (but you)! When I pray, my prostrations 
before the Kaaba do not at all mean that I worship those four walls. 
There, I bow my head only to you and make it known that I bow to 
no other. O my God! I do not bow my head before the whole world. 

My prostrations are for you and you alone. 

In classical Ottoman poetry, the brow of the beloved is often 
likened to the prayer niche or mihrdb\ the reason for this is that the 
presence of the beloved v and "partiixil^y of the beloved’s holy face 
or countenance, is effectively the qibldli Ar direction of prayer for 
lovers. In this regard, it must be y mfhembered/that, within the Sufi 
belief system, the IcAe felt Award thebeloved should be thought 
of as the equivalent! of the dove/of Got,!, andthat the intellectual 
and aesthetic understanding Af lWe that was dominant in classical 


Ottoman poetry wa^-a platonic hjnre.^ 

V G / / / 
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1. Aglasa a$ik bela-yi hecr ile nalan olup 
Gozlerinden akan anun ya$ yirine kan olup 

2. Geh cefa kuhi gubarindan urinsa kisveti 
Geh bela vadisini ge$t eylese | uryan olup 

/ IS ff 

3. Her ne denlii cevrler gorse'vefalar eylese^ 

Her ne denlii-gulselerdialine okgiryanolup 

H A '/'/ 3 

4. Gam beyabampa her gtin eyleseseyr ii seder 
Her gice mihnet-seray-i furklate rnihmip olup 

5. Raz-i ‘i$ki a$ikar inneg^'rykabrbjuhnisa 
Sinesinde navek-i dil-duzlar pinhan olup 


6. Dilberinden rahm eger olmasa ol dil-hasteye 
Kimseler derdine derman idemez imkan olup 


7. Virseler miilk-i cihanun tac u tahti devletin 
‘Avni kuyun terkin itmez ba^ina sultan olup 
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4. §iiR 

1. Agik, hicran (aynlik) belasi ile aglayip inlese; gozlerinden yag 
yerine kan gelse; 

2. Kdh cefa ve eziyet daginin tozu ve topragindan elbise giyinse; kdh 
(Mecnun gibi) ginlgiplak soyunup bela vadisinde dolagip dursa; 

3■ (Sevgiliden) ne kadar' eziyel^ gjjriirse gorsun, vefa (baglilik) 
gosterse; hdline ne kadar gulertersejgulsurdefy o aglayip inlese; 

4. Her gece aynligin (He ve eAp^et^sarayindJt-konaklayip, her gun 
gam goliine seyr u sefietse; ^ 

5. (Sevgilinin) ypkmze okla/i gopupte batip -da, agkin sirrini ifga 
etmeye takati kalm&sa; 


6. Eger, o gonlii yardlmin spvgiljsi nj/rlptmet ve gefkat gostermezse, 
hig kimse imkan bulup daomfrejefdine, derrrian olamaz. 

7. (Ey sevgili;) Avni’ye cihan muLkiiniin biitiin tag ve tahtlarimn 
dev let ini bagiglasalar bile o, kendi bagina sultan olup, senin mah alien i 
asla terk etmez. 

Goriildiigii gibi bu gazclin ilk alti beyti bir biitiin olarak §arth 
birlefik ciimle durumundadir. Ilk be§ beyit bu §artli birlejik 
ciimlenin birden fazla §art unsurlarini olu§turmakta ve ciimle altinci 
beytin sonunda tamamlanmaktadir. Avni, bu son beyitte sevgilinin 
mahallesinde bir dilenci gibi dola$mayi, kendi bajina buyruk bir 
sultan olmak gibi gormekte ve bu durumu diinyamn tag ve taht 
sahibi padijahlarmdan biri olmaya tercih etmektedir. 


/ /■ 


7b 
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1. Should the Lover weep and moan from the scourge of separation; 
should blood pour from his eyes in place of tears; 

2. Should he now don the dust of cruelty's peak and now stray naked 
as Majnun in disaster's vale; 

3- Should he see mucf of the Ipelbveijl’s abuse, or should he see some 
faith, let them mock him as^much as theffriay, still he will cry; 

4. And days he will roam and'pdvem the ddert of woe, and nights 

he will be a guest iff tpe palace of twpmerft?; "d 

5. And should heiack the str/ngthto ffow loves-Secret with the heart¬ 
piercing shafts ofhifloye’s lashes btmed so deep fiffhis breast; 

6. And should thafthpart-spealepr shprh yto mercy to this heart-sick 


lover - 


none can cure 


his pain phi 




ncmpcj 


V 


7. O my love! Should they grant to Avni all the crowns and all the 
thrones of the world, still that sultan would never leave where you live. 

The first six couplets of this ghaxal are a single sentence linked by 
conditional clauses: the first five couplets advance various differing 
conditions, while the sixth couplet caps these conditions off with 
finality. In the final couplet, Avni chooses to see himself as a beggar 
roaming the neighborhood where the beloved lives, and as a ruler or 
sultan who, whatever crowns or thrones he may possess, remains at 
the beloved’s command. 








1. C^ii oldi la'liine te$bih can-feza-yi $erab 
Dile ziyade olur dem-be-dem heva-yi $erab 

2. Behar oldi vii guller a<pldi ey saki 
Kadeh getiir ki bu fasl eyler iktiza-yi $erab 

3. Yeter $erag bana $em‘a ihtifapum yok ^ 
Fiirug-i mah-i jxih-i saki vii safa-yi §erab7 


4. Ba$umda gerd-j mezellef"eltibid^kohne^fal 
Kam beniim gibi devrj^rejbir ^eda-yi ygrab 

5. Gice yol uzre yatup m^f^lk®saMuf(lun 
Ne kaldi ‘Avni elinde k’ola Daha-yi $erab 


1 (5).AE/2b. 
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5. §iiR 

1. §arap cana can katicikgi ile senin dudagina benzedigi ifin, 
gonlumde §arap ipne arzusu giderek artmakta. 

Aslinda a§ik, sevgilinin dudagina tutkundur ve vuslati 
arzulamaktadir. Ona imkan bulamadigi icin, dudaga benzeyen 
§arabi iqirne arzusuna kapilmi^tir. Iju gazelin tamaminda “garap” ile 
mecazi ve hakiki a$k an 1 a tilmjjkfadix. / y 

s' s' Q 

2. Bahar geldi ve gutter agiLd^.yEy saki; arpik sen de §arap getir! 
Zira bu mevsim, bizdp §arap dgme arzttsityu uyatidirmakta. 

3. Sakinin ay gifdparlak ‘yayagimn lygi ve garubin verdigiferahlik, 

gonlumu girag gi b ttjvydi n la trn ay a jeterlidir. (AHik) muma ihtiyacim 
yoktur. ^ / ) / "-2 

4. Bapmda zilttt ve S^riuklopragi fsctigfh'ntf); elimde eski piisku bir 

kadeh... Bu devirde benim gibi3 h ^ ^ J ; ' 7 ' ' ' ' ' ' 

dolagan bir dilenci var mi? 


ryiidum a§k) §arabi igin kapi kapi 


5. Geceleyin yol iizerinde sarhog bir gekilde yatip, olanca nakdini 
galdirmipm... Ey Avni; artik garap bedeli olarak eLinde ne kaldi ki! 

Beyitte “ nakd ’ ve “garap” sozciikleri tasawufun klasik akil-a$k 
gati§masi diijiincesi icerisinde anlam kazanan sembolik ifadelerdir. 
“Nakd’ akli; “farap” ise a$ki temsil etmektedir. Tasawufi diijunceye 
gore akil ile ayk bir arada bulunmamakta; a$ka ancak aklin terk 
edilmesi halinde ula§ilabilmektedir. Mostarli Ziyai’ye ait §u beyit bu 
akil-nakd ve a$k-meta benzetmesini, ayrica a$ka ulajmanin ancak 
akli terk etmekle rniimkiin oldugu diijiincesinin giizel bir ornegidir: 
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Aklumun nakdin meta‘-i a$k-i yara vireli 

Hace-i alem haki-y-^iin gormediim asla ziyan 

Akhmin nakdini sevgilinin agki metaim aimak igin verdigimden 
beri, alemin hocasi (Hz. Muhammed) hakki igin, asla zarara 
ugramadim. 

Avni’nin yukaridaki beytinde de aym dufiincenin oldukca giizel 
bir tezahiirii ile kar§i karfiyayiz. Afik, sarho§ bir fekilde yolun 
iizerine uzanmif ve boylece akil nakdini caldirmi§tir. §imdi artik, 
elinden cikararak a$k farabim satin alacagi hicbir §eyi kalmamiftir. 
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purchased on the other, but also of the idea that attaining love is 
only possible with the abandonment of reason: 


Since I spent my mind’s cash on the goods of loving the beloved 
In the name of the Prophet of this world, not a cent have I lost 

'Aklumun nakdin meta ‘-i 'a§k-i yarn vireli 
Hace-i aUm hakki-y-(un gormedim asla ziyan 

Precisely the same idea is apparent in Avni’s fine couplet seen 
above. The lover has lain down on the road and thereby allowed the 
“hard currency” of his re^soti to be; Stplen. Now, he has nothing left 
to sell save the wine of true'love. 0 

& 

yd 
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1. Her zeman ajiklara varmak der-i canana gii$ 
‘Arz-i hal itmek gedalar hazret-i sultana gii<; 


2. A§inalar gozlerum ya$in goriiben havf ider 
Bi-muhaba salik olmakjculzijimu ‘ummana giic; 

/ is rf 

3. ‘A$ika diinya vii can terk e^lejnek asan plur 

Lik canan terkini itmek gempdiir cana^gQq: 

'/'/'/ ^ 


.—j / / 

4. Gozleriime ceyy kasd itSe rnkibkgosteriiEj 
Zulm mukadydegiildur pel geliir insane gii 9 

^ / / V' ' 

5. Avniya zal-i zemarmn^^tfir^ldarinia kim 
Kim zenanun cevrini c^ekmek geliir merdana gii^ 
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1. For the Lover to reach the door of the beloved is always hard: it is 
hard for the beggar to state his case in the presence of the sultan. 

2. Those who know me see my tears and fear. Surely it is hard to step 
out upon the wide and deep sea without fear. 

Being full of tears thaty spill (puf^and flow down, the lover’s eyes 
are here likened to the wjd(L ancT dee^sya. The word a$ina, here 
translated as “those who know rrfe’Lean, besides “acquaintance” and 
“friend”, also mean “swimmer”/In /using both of these different 
significances together, the pp^t cjdaty/a^ doubly meaning ( tevriye). 

—\ / I < / ~-j 

3. Though it is tipsy for the lover to give up thecworld and the soul, to 

give up ones love is hdfifor tfge sow. / ' ^ 

4. Should my love delpfe to^ torment me'jny rival will be brought 
before me. Not to succumb to'sueh \>ldclt cruelty is rare and hard. 

In classical Ottoman poetry, the lover’s rival is often thought of 
in terms of the color black and likened to creatures deemed evil and 
ugly, such as black dogs, scorpions, crows, snakes, owls, devils, and 
demons. Likewise, in this couplet, the rival is used in such a way 
that the darkness and evil of his face is associated with cruelty, as the 
words for “darkness, evil” ( zulmet ) and “cruelty” ( zulm ) share the 
same root. For the beloved to bring the rival out before the lover is 
to be cruel to the lover. 

5. Avni, don’t befooled by the tricks of this siren world, for it is hard 
for men to suffer the torments of women. 
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1. Gill ytiziin iizre ki dii$mii$ ca‘d-i kakiil $ah $ah 
Zinet itmi$ bag-i hiisniin taze siinbiil $ah $ah 

2. Hal-i anber-barun ile muy-i piir-<pnler ki var 
Ri$te-i ^ub iizre bitmi$ ‘ikd-ij fiilful $ah $ah 

3. Bag-i alemde yiiziin manefid/bir giil ist^yiip 
Ciist ii cu idiip^gezer gtilzatn biilbul $ali§ah 

gf x'/'/ a 

4. Gonca-i ser-be^te mektdti dyfleyup giil yabma 


Giiljen i^re biilbiil ezberleij deressiil §akr^ah 

tx- y 

5. ‘Avniya mekr-i raktb-ufiyj def jtstin diyii 
Peyk-i ahun boynina takdum hamayil $ah $ah 


1 (7).AE/3b. 
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7. §iiR 

1. Guzelliginin bah^esini dal dal taze sumbiiller suslemi^esine, 
kakulunun kivrimlan boliik boliik gillyuzunun iizerine du$mu§. 

Sevgilinin yiizii bahgeye; o yiize dii§en boliik boliik saglar ise o 
bahceyi siisleyen taze siimbiillere benzetilmi§tir. Sevgilinin yiiziiniin 
bahgeye benzetilmesinin sebebi, yiiziin parlakligi ve yanaklarin 

^ ■ 'r-J jy •* 

kirmiziligidir. Ayni §ekilde saglatin sii/nlxile benzetilmesi ise, parlak 
siyah rengi, boliik boliik olu§u vygiizel kokusu dolayisiyladir. 


2. (YanagmdakQjamber / kokulu berderin il& (yiiziine ddkiilmii§) 

kivnm kwnm sagta/in tipkf/incddollar iizermde bitrnp karabiber 
salkimlandir. y / f / Zll 

Sevgilinin yiiziine'dokiilpaii? jdvnm kivrtto saglar ile yanaginda 
bulunan amber koleuliji be;derifl bj/ ^aiaya gelmi§ hali, tipki 
incecik dallann iizerinde bifmj^ brdpxMir^karabiber tohumlarma 
benzemektedir. Benlerin amber kokulu olarak nitelendirilmesi, 
renginin giizel koku yapiminda kullamlan amber gibi koyu renkli 
ve §ekil olarak da amber gibi kivnm kivrim olujundan dolayidir. 
Burada ziiliiflerin amber kokulu olarak vasiflandirilmasi, amber 
gibi degerli olmasi sebebi iledir. Ayrica beyitte, icine amber katilmi§ 
miirekkeple sun’i ben yapilmasi adetine de telmihte bulunulmujtur. 

3. Bulbul, diinya baginda senin yiiziine benzer bir gill bulabilmek 
arzusu ile arayip sorarak gill bah^esini gezer. 

§airimiz, biilbiiliin siirekli olarak baglari bahceleri ve galiliklari 
gezmesini, sevgilinin yiiziine benzer bir giil bulabilmek arzusu ile 
dola§masi hayali sebebine baglayarak hiisniitalil yapmijtir. 
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4. (Yegil ortiiler arkasinda) gizlenmig olan gonca, giil padigahina 
(gizli) bir mektup yazmig; bulbul ise onu giil bahgesinde dikkadi bir 
gekilde satir satir ezberlemeye gahgmaktadir. 

Icindeki rengarenk tag yapraklari, etrafindaki yefil canakyapraklar 
tarafindan 6rtiilmii§ bulunan gonca, bcyittc giil padigahina gizli 
mektuplarla haber gonderen bir gorevli olarak te§his edilmi§; bulbul 
ise goncamn giil padijahina gonderdigi bu mektubu satir satir 
okuyup ezberlemeye galijan (yahut ezberinde getirdigi gizli mektubu 
giil padijahimn karjisinda okuyan) bir haberciye benzetilmiyir. 
Bilindigi gibi eskiden gizliligi olan haberler, yakalanma tehlikesi 
sebebi ile, yazili olarak degil, eyberlenmek sureti ile yerlerine 
ulaytirilirdi. Tacizade Cafej ^debry4>iiy a$agidaki beyitlerde de 
gonca, gizli (ser-beste) mektubaf; biilbuf de bu mektubu okuyan 
ki§iye benzetilmi§;tm 7 / / / ' 


Ca'fera ar itme-k'agaz yazrpaga 
Goncalar giil catilbinden name 


“Ey Cafer; (sevgilin'e) mektipp yazmaftayi utanma! (funku gone alar 
giil tarafindan biilbiile gmdergifmigigigdij mekbuplardir. ” 


s 4 


kinybiilbiile-j 
i ser-bestedrtf 


Guyiya gonca-i ter name-i ser-beste durur 
Gonderiibdiir am biilbiillere giil-berg-i tari 

"laze gonca, taze giil yapraginm biilbiillere gonderdigi gizli bir 
mektuba benzemektedir. ” 


Reh-zen-i bad-i sabadan sana kagid sunmaga 
§ah-i giiller name-i ser-beste baglar goncadan 

“(Ey sei’gili;) giil dallan sana yazdigi gizli mektuplan, bad-i sab a 
yol kesicisi ele gegirmesin diye, gonca geklinde iizerine baglar. 
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m 



Yildizlara ait imler, gezegenler ile burc^lara ait i§aretler de bu 
muskalarin uzerinde bulunan §ekillerdendir. Hamaillerin uzerinde 
Hurufilige ait garip harf jekilleri de vardir. Bunlarin ^ogunlulda 

Ibrani ve Kufi harflerinden bozma jekiller oldugu goriiliir. Bazen 
de Ibrani harflerin arkalarinda daire jeklinde halkalar goruliir. Yine 
bu muskalarin iizerlerinde bazen ce§itli jekillerde kumeler meydana 
getirecek tarzda noktalar ile yapilan remil §ekilleri bulunur. 

§air, a$igin yiireginden <;ikip gokyiiziine <;ikan ahini, peyke; 
ahin boliik boliik, halka halka gokyiiziine yiikselen dumamni ise, 
bu peykin boynuna asilan muskaya benzetmektedir. Bu hamail, ah 
peykini rakibin hilelerine Jsarfi lyarpn^aktadir. 

/ "A 

'/ A 

/ / / . 

=i x x '/ S 

/ |7 

% ' > y . * 

7 -JV \pr* 7 
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1. The curls of your hair have sent sprays across the rose of your face: 
hyacinths have adorned your beauty’s garden with shoots. 

Here, the beloved’s face is likened to a garden, while the ringlets 
of hair that fall across the beloved’s face are likened to newly sprung 
hyacinths adorning that garden. The beloved’s countenance is 
likened to a garden owing to the j face’s brilliance and the cheeks’ 
redness; similarly, the curlsofhair are Iricofred to hyacinths owing to 
their luminous dark color, their "grouping in clusters, and their fine 
fragrance. —7 / / / 

3 y v'/ f 

2. The ambergrif scent of the mole oryyour cheek and the twists of 

the hair across yourface: clusters of black pepperspndmg sprouts along 
the trellis. y j / y , ^ 

Here, the coming fog^thej/bf the rihgjtets of hair that have fallen 
across the beloved’s face and' atftjjergris^-scented moles on the 
beloved’s cheek are likened to peppercorns germinating along the 
branches of a trellis. The description of moles as “ambergris-scented” 
{anber-bdr) is prompted both by their dark color, reminiscent of the 
color of the ambergris used in the making of fragrances, and by their 
rather convoluted shape, reminiscent of the shape of raw ambergris. 
The description of the ringlets of hair as “ambergris-scented” is a 
function of their great value. Additionally, there is an allusion in the 
couplet to the practice of placing artificial moles on the face, which 
was done with ink to which ambergris had been added. 

3- Looking in the garden of this world for a rose like to your face, the 
nightingale rambles this rosegarden from branch to branch, searching, 
searching. 
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In this couplet, the poet has used the rhetorical device called 
hiisn-i ta 'lil or poetic etiology (v. #3/2), imaginatively explaining the 
nightingale’s flitting about from garden to garden, shrub to shrub, 
and branch to branch as prompted by the bird’s desire to find a rose 
that resembles the “rose” of the beloved’s face. 


4. The rosebud hidden in a veil of green has written a letter to the 
rose sultan: the garden nightingale learns the letter by heart, line by line. 

The rosebud - with its variously colored interior petals 
surrounded by green sepals - is personified in this couplet as a state 
official sending news to the “rose sultan” (giil §dhi) by means of 
confidential letters, whily themi^hJihg"ak.is likened to a courier who 
is either reading the rosebud’s letter lfne by line so as to memorize 
it or who is reading aloud in thc/bresence ofthc “rose sultan” the 
confidential letter that it has/neijiori/ejk In easier eras, confidential 
news would not be! sent hr written Toyrn owing to the danger of 
capture, but would'instead be sent by a couriej' or messenger who 
had memorized whaTwas tp. be/old. In the-fol lowing couplets by 
Tacizade Ca‘fer Cielebi, rihe /Osebtid Jts compared to an intimate 
note ( name-i ser-beste), With^/h^i rii^lTtjjfXgal^^being compared to the 
person reading or carrying that note: 


O Ca‘fer! feel no shame in writing the beloved a letter 
For rosebuds are roses’ intimate notes to the nightingale 

Cafera ‘ar itme kagazyazmaga kim bulbiile 
Goncalar giil canibinden name-i ser-bestediir 

* 


The newly sprung rosebud is like an intimate note 
Sent out to the nightingales by fresh petals of rose 
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Guyiya gonca-i ter name-i ser-beste durur 
Gonderubdur am bulbiillere giil-berg-i tan 


Rose branches conceal their intimate notes in rosebuds 
So that highway robber the morning wind does not steal them 

Reh-zen-i bad-i sabadan sana kagid sunmaga 
§ah-i guller name-i ser-beste baglar goncadan 

5. Avni, let the deceits pf the fehtorj rival be damned! I wrap this 
talisman of smoke round thonecldoftloejderuld of sighs, ring by ring. 

The lover, suffering from separation from/the beloved, moans 
in misery through fhb nightf 7 incTon fo the dawry and his sufferings 
emerge from his heart in the^rnboffmning cries of “Ah!” that rise 
up to the heavens^Jn this coupldt, the poet-hkens these flaming 
and smoking cries of “Ah!” - here I caused by'lyis complaint against 
the rival - to a “herald^ feyk)yConp/eyipcg fi s cries to the lord of the 


heavens or of fate. 




The word peyk - here translated as “herald” - is a Persian word 
referring to the courier or messenger in an official retinue who 
would bring news from one person to another. In the early years of 
the Ottoman Empire, the word was used to refer to a mail carrier 
and guard. In his work Osmanh Devletinin Saray Tefilati (“Court 
Structure of the Ottoman State”), Ismail Hakki Uzuncar^ih says the 
following of t\\epeyk or “herald”: 

In Ottoman times, the peyks were a class of mail carriers noted for 
their excellent running ability. They were once charged with the 
communication of the decrees of the sultan; in later times - with 
their elaborate costumes, with plumed and brocaded headdresses 
- they were considered a sign of the sultan’s dominion and used as 
instruments of royal pomp and splendor. In Sultan Mehmed II’s 
book of statutes ( kdnunname ), the following is written: “Let the 
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solakba^i [the head of the Janissary corps’ 60 th , 61 st , 62 nd , and 63 rd 
battalions] and the chief herald march at the front of the royal train 
when victory has been achieved on campaign.” 1 

The “talisman” (, hamail) mentioned in the couplet is an amulet 
hung around the neck or worn on the arm as protection from harm 
by such invisible creatures as devils, djinns, and fairies; in colloquial 
Turkish it is called hamayh. These talismans are made of leather, 
tin, gold, and silver, often in triangular form but also in rectangular 
form or in the shape of a heart. 

The prayers, charms, symbols, and pictures used on these 
talismans have a variety of-or^ijtjs.^ It is believed that there is 
protective power in the tiripgVWriften'yh^inscribed on the talismans, 
which can include the 99 names'offiod ( esmdji'L-husnd ), the names 
of angels, the names.of legepdary / tigMres, surahs of the Qur’an, star 
symbols, symbolic hpes, thc^tTct^glyff used irfthe divinatory art of 
geomancy with safid [(reml), apd piCtupCs of humans or animals. Any 
names used are sorrTetimes written in their fulQorm, and sometimes 
in the form of a tabler-Jjroduded accofcjipg to the values of the letters 
in the names according-^ th,e abjad, rrumQological system. 2 Signs 
and marks related to the stars, fhi planets, and astrological signs are 
also among the writings or inscriptions found on these talismans, as 
are the odd letter forms used in the mystical Hurufi sect of Islam, 
most of which are distorted forms of Hebrew letters or of Arabic 
Kufic script; sometimes, circular rings can be seen behind the 
Hebrew letters. Various figures used in the art of geomancy with 
sand {reml) can also be found on such talismans, together with the 
dots or points that form a part of such figures. 


1 Ismail Hakki Uzun£ar$di, Osmanh Devletinin Sarny Te§kilatt, p. 439. 

2 Translators Note: Each letter of the Arabic alphabet is accorded a numeric 

value {e.g. 400= o ,2= ,1= I, etc.), and these values were (and are) used 

in the field of numerology. 
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In Avni’s couplet, the poet compares the cry of “Ah!” that issues 
from the lovers heart and ascends to the heavens to a herald ipeyk), 
while the separate rings of smoke of this burning cry are likened to 
an amulet or talisman hung on the herald’s neck. This talisman is 
meant as protection against the deceits of the lover’s rival. 
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1. Bagda giil ruhleriindiir verd-i hamradan murad 
Kametiindur rasti-i serv-i dil-aradan murad 


2. ‘I$k derdidiir cihanda a$ika maksud olan 

Vasl-i dilberdiir hemin bu dar-i^diinyadan murad 

/ -i/ Fj 

3. Dud-i ahumdur felekde ebr-kbarandan earaz 


E$k-i 9 e$mumdiir e^igundkAurnyyadarEmurad 

g x'/ y S 

4. gun ecel sulbgdurur iKir i|zar kaldurur 

Pes nediir diinya gun bu k|uri ^avgada%fnurad 

tx /x/ 4>k 

5. Beyti bozarsun rakibi ajkppaf ^©nde'sakin 
‘Avni dilber vasfidur $iin $Xr ii in$adan murad 


1 (8).AE/3b. 
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8. §iiR 

1. Bagdaki kirmizi giillerden (soz aganlar, aslinda) senin 
gill yanaklanm kastetmekteler; goniil siisleyen servi agacindan 
(bahsedenler) ise; dogrusu, senin diizgiin boyundan posundan dem 
vurmak istemekteler. 

2. Agik olanin cihanda yegane\ argusu, a§k derdi(ne tutuLmak) 

tir. Zaten bu diinya evin '(p gebnebytelijifiarat da, sadece, sevgilinin 
vuslatma ermek degil midir? / ^ 

Tasawufta varltgiu viictfda /gelifi, a$k ile izah edilir. Devir 
nazariycsi icerisindejseyr-i Liydca^iiWelme scyri) ba$layan insanin, 
fenafdlaha ula§ip Insan-i karpil ltnjfert^besine ytijcsclcbilmcsi, ancak 
a$k sayesindedir. Hayatin gayesi, ilahi vuslat^erijmek ve mutlak 
varlik ile birlik halini^a$amiiktir' Bu'se£>ej)le a$ik bu yolda her tiirlii 
bela, sikinti ve derde goniillii plarak taliptif/Tipki Fuzuli’nin dedigi 
gibi: ' ' 


A§k derdiyle ho§em el cek ilacimdan tabib 

Kilma derman kim helakim zehri dermanindadir 

3. Gdkyuziinde bulunan yagmur bulutLzn, aslinda benim ahimin 
felege yiikselen dumanlarmdan ibarettir ,: Siireyya denilen yildiz kiimesi 
de senin egiginde doktiigiim go zya $ la rin dan bagka bir gey degildir. 

A§igin ate§li ahlarmin dumanlari gokyuziine cikarak onu 
kara bulutlar gibi kaplar. Yine, a$igin sevgilinin ejiginde akittigi 
gozya$lari, Siireyya (Ulker) takimyildizindan daha kiymetlidir. 
(^iinkii sevgilinin e§igi gokyiiziinden daha ustiindiir. 
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4. Mademki ecel, sonunda herkesi birbiri ile banpinr, gekigmeyi 
sona erdirir; o halde dunya igin bu kuru kavgaya sebep ne? 

5■ Ey Avni; §iir (yazmak) ve silslil soz (soylemekten) maksat, 
sevgilinin guzelliklerini anlatmaktir. (O halde) sakin ola ki, giirinde 
rakibin adim anmayasin! Yoksa beytini bozar (evini yikar)sin. 

§air, §iirde rakibin adim anmayi, evde §eytamn ve cinlerin adim 
anmak gibi gormektedir. Nasil ki bir evde §eytan ve cinlerden 
bahsetmek ugursuzluk getirir, hatta bazen evin yanmasina, 
yikdmasina, sele gitmesine sebep olursa; §iirde sevgilinin 
guzelliklerini anlatmayi birakip (§eytan) rakibin adim anmak da 
§iirin bozulmasina, soz binaiimtrr hlela/k olmasina sebep olur. “ Beyi ’ 
sozciigii, hem iki misradafl murekkep^ifr parcasim, hem de “e 


ev 


X 


anlamim birlikte verecek §ekildeXteVriyeli) kulbamlmistir. 

d /'// s 




/ s / 




r x . / / 


/ 
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8 

1. When they speak of the garden’s red roses, it’s the rose of your cheeks 
that is meant. When they speak of the cypress whose beauty bedecks the 
heart, it's your fine stature that is meant. 

2. The lover’s sole desire in this world is the sorrow of love. In the 



In Sufism, the coming into exigence of creation is explained as 
a function of love. In the context of the Sufi ^theory of the circle 
of love, the ability^>f a peptbn ^h 9 /star ts oh .the road of ascent 
toward God [seyr-ifUruc, v. #J3/2 fivYcf #70/3) to achieve 

the annihilation ofjthe self in the divine presence {fend fi’l-ldh) and 
thereby attain the rarfjk of dhe pejfect/man (insdn-i kamil), is an 
ability that is made possible only tjyrotjgh Jtowc. The aim of life is 
to arrive at divine union arkphye'dr^ a state of oneness with the 
absolute; it is for this reason that the lover who has set out on this 
road willingly desires all varieties of calamity, distress, sorrow, and 
pain. In the words of the poet Fuzuli: 

Physician, I’m fine with the pain of love, give me no drugs 
Mix me no cures, the poison which perishes me because of your 
cure 

Afi derdiyle ho§em el $ek ilacimdan tabib 
Kdma derman kim helakim zehri dermamndadir 
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1. Kesmezem agyar cevri ile canandan timid 
Kim kesilmez havf-i $eytan ile imandan timid 

2 . Aglamakla dtirr-i vasla talib oldum tan degtil 
Eylese gawas olanlar bajbr-i ymmandan timid 

3. Asitanunda nigari gormesdrmye’s itmezem 

Bu mesel mejkurdur kim ^ikmaduk cancan timid 

/ / / / ' r 


r— I ' -■ / ^ 

4. Di^lerundur a^amakla^gozl )fa$indan urntjtigum 


Dtirr-i jehvar^pldi ancak enm nisandajtjimid 

If// " /K4 

5. Her ne denlti ctirm tifleduyddJIjiTktayet yogsa 
Avniya kat‘ eyleme sen avrT-i Rahmandan timid 


1 (9).AE/4a. 
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opmeyi) ummaktadir. Beyitte incinin olu$umu ile ilgili bir inam$a da 
telmih vardir. Bu efsaneye gore, istiridye (sadef) nisan ayinda sahile 
9 ikar ve kapaklarmi a 9 arak nisan yagmurunun karnina dujmesini 
saglarmij. Bu damlalar daha sonra, denize donen istiridyenin (sadef) 
i 9 erisinde inciye donujurmiij. 

5. Ey Avni; her ne kadar suglarm ve giinahlarm hadsiz hesapsiz 
olsa da, sen yine rahmeti ve merhameti simrsiz olan Allah’m yardim ve 
inayetinden umidini kesme! 

§airin Allah’tan umdugu yardim ve inayet, yine, sevgiliye 
kavujma yolundaki beklentileridir. 

-• "A V I' 1 
c I- 1 - r -7 !>, 


/// 

/ 

/ \ { / 


/ V / • 

if' y / dry 
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1. Iam not about to give up hope for my love because of the rival’s 
torments. One does not give up faith just because of the fear of Satan. 

In classical Ottoman poetry, the rival is not only described by 
a number of negative adjectives, but is also frequently likened to 
Satan. In this couplet, the rival represents Satan and ungodliness 
through his dark face, bad infentkuis^orments, and cruelty, while 
the beloved’s white and beautifyl countenance (often described by 
the word mushaf a term \ijeraff' njeaning^codex” but typically 
used for the Qur’an^ pure he^rt^nd^anting^f the hope of union 
represent religiousTaith. / \ < / Tj 


2. I am weeping puith desire fbn the pearfof union with my love. 
What of id Don’t pearl/di^ers ppt tfjpir Ipdpp'in the depths of the sea? 

The lover’s tears are here,yqtppafCrj to a/cleep sea, and the poet/ 
lover is a diver descending to the - depths of this sea to seek out the 
pearl of union with the beloved. Just as pearls could not be obtained 
were there no deep seas to plumb, so can the pearl of union not be 
had without the spilling of tears. 

3- I will not despair if I fail to see my love at the door. For it’s well 
known that “as long as there is life, there is hope. ” 

The beloved is the very soul {can) or “life” of the lover. As such, 
the poet plays on the proverb “As long as there is life, there is hope” 
((jikmaduk candan timid [kesilmez ]; lit. “Hope [remains so long as] 
the soul abides”) to refer to the beloved who does not appear at the 
door; that is, the beloved who does not leave the house. 
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4. What I hope for from my weeping is just a glimpse of your teeth. 
What one hopes for from the April cloud is the birth of the finest pearl. 

The lover, in spilling tears like April rains from his cloud-like eyes, 
lives in the hope of being near the beloved’s pearl-like teeth; that is, 
in the hope of seeing the beloved smile on him and grant him a kiss. 
The couplet also alludes to an old belief concerning the formation 
of pearls: it was thought that, in the month of April, oysters would 
come onto the shore and, opening their upper valve, allow the April 
rain to fall inside them; when the oysters later returned to the sea, 
the raindrops would be transformed into pearls. 


^ /. j 

5. Avni, however greap'~anefyunrmmjb^red your crimes and sins , do 
not give up hope for the All'Merciffil’s aid! ~ 

The poet’s expectation in, hojfrng^foT the^drd and grace of God 
(“the All Merciful’^s that unionydth/the beloved will be granted. 



/ / / r, 

■ r-s> ' 
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1. Ten-i bi-cana miijen han^eri kim cana ge$er 
Haste-i ‘i$ka ecel $erbeti dermana ge$er 

2 . Gorse agyar soger yiiziine a$ik olana 
Goriin ol kafiri kim dir; ile ipana ge$er 

'^1 -ty y r 

s' j/ fj 

3. H^r bakma dil-i viranuma / ‘iska nazar it/ 


Gordiigiin genoi nihqn mafizen-i virana ge$er 

4 '/vy, § 

4. Kuy-i dilberdpfiganum^idler tarn rakib- 4 
Zag-i na-sazi goriin murg-j) mopelhana^ge^er 

5. C^ok varup ge 1 diig mn e kdypa cii td a Gd i m g 
‘Avni a$ik degiil ise buradan ya ne ge$er 


1 (10). AE /4a. 
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10. §iiR 

1. (Ey sevgili;) benim neredeyse blrniig bedenime saplanan kirpiginin 
(higimli yan bakigmin) hangeri bana can gibigelir. C^unku (agk dyle bir 
hastahktir ki); ecel gerbeti, a§k hastasina Hag yerine geger. 

Divan jiirinde kilic, hanger ve ok temreni gibi celikten yapdmi§ 
kesici ve delici silahlar, su verilmek ^nretiyle keskinlejtirildigi icin bu 
aletler ile ilgili olarak “suP tanipuanfias/j^pilmijtir. Ajiklar sevgilinin 
kilici, hangeri ve oku ile yaralapmayi biiyiik bir ijtiyakla beklerler. 
Bunlann su gibi yiireklerirjin j^re^ipi sondiirecegini dujiinurler. 
Biiyiik §air Fuzuli’niji Su KasidesFnde^byledigPgibi: 


/ I f / 

Iste peykanin g(5»iil hecrinde Wvkim sakirrci 


Susuzam bir gez fep^sahr^da benirn gun ara^u 

Bu beyitte de Avnj^ seygihpirv_ky'pik' hangerinin bedenini 
yaralamasini, ecel jerbeti igmek' gibi diijunmektedir. Ancak 
sevgilinin, kirpik hangeri ile a$iga igirdigi bu ecel jerbeti, a$igin 
cansiz bedenine yeniden can verecektir. 

2. Rakip senin yuzune agik olanlan gordugunde, yuzlerine sbvmeye 
bagliyor... §u kafire bakin ki, bir de (utanmadan) din ve iman sahibi 
diye geginiyor. 

Agza, yiize ve goze sovmek, Islam akaid kitaplarmda kiifrii 
gerektiren davramjlar arasinda saydmi§tir. §air beyitte her ne 
kadar rakibin dogrudan yiize, goze degil de; sevgilinin yuzune 
a§ik olanlara sovdiigiinii soyliiyorsa da “soger yuzune agik olana” 
ifadesinde “sogmek” ve “yuzune ” kelimelerini yan yana kullanarak bu 
akaid hiikmiine gondermede bulunmujtur. Aslinda agyarin (rakip) 
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kafir oluju, asil onun zalimliginden ileri gelmektedir. O, a§igi 
sevgilisinden, cam bedeninden ayirmakla fitrata miidahale etmij, 
boylelikle en biiyiik ciiriim olan zulmii ijleyerek iman dairesinden 
cikip kiifre saplanmijtir. 

3■ Buyikik ve viran gonlume hor bakma da, (sen asd orada bulunan) 
a§ka nazar kil! (".unku gordugun o gizli hazine, yikik, viran mahzenin 
ifensinde bulunmaktadir. 

Avni beyitte, hazinelerin viranelerde gizlendigi inancina telmihte 
bulunmaktadir. Ajigin gonlii viraneye; onun iginde bulunan a$k ise 
viranede gizlenmi§ bulunan hazineye benzetilmi§tir. Nasil, viraneleri 
ehemmiyetsiz gormcyipACindekj'gidi/hazincyi diijunmek gerekirse; 
a$iklarin da perijan halleriffe, yik^k goniillerine hor gozle bakmayip, 
o goniillerin iqinde bulunan a^k/^dli gizli Jrdzincyc nazar etmek 
gerekmektedir. Buraia ayriqi^offlyryijcutsi hadis saydiklan, ancak 
sahih hadis kitaplarinda bmunmaydri ^‘Ben gizli bir hazine idim; 
bilinmemi istedim. .r^soziine de tcjlmih vardir. yyj 

V'. J y 

4. Rakip, sevgilinvfycivarinda ettigirryferyat ve figanlardan dolayi 
beni ayipliyor... Hele (ftiybet,sesli kaygaya 'jyir bakin; (nasil da) hof 
otiiflu bulbulii cekptiriyor! ^ J ^ 

A$ik, sevgilinin evinin etrafinda dola$makta ve onu gorebilmek, 
ilgisini cekebilmek icpn aglayip inlemektedir. Bu durumu goren 
rakip de a§igin bu aglayip inlemelerini ayiplayip her yerde bunun 
dedikodusunu yapmaktadir. Avni, aglayip inleyen a§igi, ho§ otiijlu 
biilbiile; her yerde a$igi ceki^tiren rakibi de bet sesli kargaya 
benzetmektedir. Beytin ikinci misraindaki “gefer” sozciigiinii §air 
tevriyeli olarak kullanmijtir. Bu kelimenin “kendini .... yerine 
koymak”, “.... olarak gecinmek” anlami ile misra joyle degi§ik bir 
goriiniim kazanmaktadir : “(§u) bet sesli kargaya bir bakin; (nasil 
da) kendisini ho§ otiijlu bulbul yerine koyuyor!” 
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10 


1. My love, the dagger of your lashes stabsforthfromyour angry glance and 
quickens this near-lifeless body Love is a sickness that is cured by the ambrosia 
of death. 

In classical Ottoman poetry, cutting and piercing weapons such 



Iste peykamn goniil hecrinde §evkim sakin et 
Susuzam bir gez bu sahrada benim gun ara su 


In Avni’s couplet, the wounding of the lover’s body by the dagger 
of the beloved’s eyelashes is thought of in terms of the sweetness of 
death, termed as “(drinking) death’s sherbet” {ecelgerbeti) and here 
translated as “the ambrosia of death”. However, even as the dagger 
of the beloved’s lashes makes the lover drink death’s sweet ambrosia, 
those same lashes give life to the lover’s lifeless body 

2. The rival rains curses on the face of the lover of your face. Look at 
that blasphemer shamelessly pretending to religion and faith! 
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According to books outlining Islamic doctrine, cursing toward 
someone’s mouth, face, or eyes is considered blasphemy In this 
couplet, though the poet does not envision the rival as directly 
cursing in anyone’s face or sight, he does bring together the words 
“face” (yiiz) and “curse” ( sogmek ) in the phrase “curses on the lover of 
your face” (soger yuziine 'a§ik olana) in such a way as to allude quite 
clearly to this article of doctrine. In fact, the blasphemy of the rival 
(.agyar ) is a direct result of his cruelty: in separating the love from his 
beloved and the soul from the body, he has intervened in creation, 
and, thus doing wrong by being so unjust, he has removed himself 
from religion and faith and strayed, into blasphemy 

Cj y 

3■ Do not look down orv'the ruins ofrnf heart, but look instead on 
the love found there! The hidden treasure you see kies within this ruined 
cellar. ~ZJ ^ y / 

■-i y v / 

In this coupletyAvni alludes to 'thp belief chat great treasures 
are typically founchtmongst ruins. TKe lover’sTj'eart is here likened 
to a ruin, while thedpve fpuncp witjain that heart is likened to a 
treasure concealed inlai^t rujn. Jytst ^prie must not think of the 
dilapidated state of the / ruiif'^ljie4Considering the value of the 
treasure hidden within it, so should the beloved not look down on 
the lover’s disheveled appearance or ruined heart, but rather look on 
the hidden treasure of love lying therein. This couplet also contains 
an allusion to the hadith qudsi - the words attributed to God that 
are not found in the Qur’an - in which God states, “I was a hidden 
treasure, and loved to be known”. 

4. The rival reproaches me for weeping and wailing on that heart- 
stealer s corner. Look at the cawing crow going at the singing nightingale! 

The lover wanders about in the vicinity of the beloved’s house - 
kuy, here translated as “corner” - and weeps and wails in the hope 
of attracting the beloved’s attention and thus catching sight of the 
beloved. Seeing this weeping and wailing, the rival disparages the 
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lover and spreads gossip about his actions. Avni here compares 
the weeping and wailing lover to a pleasantly singing nightingale, 
and the slanderous rival to the cawing crow with its evil song. The 
verb “going at” (geger •) in the couplet’s second hemistich contains a 
double meaning ( tevriye ): it can also give to the line the meaning, 
“Look at the cawing crow, putting himself in the place of the 
singing nightingale”; that is, the crow imagines falsely that it is the 
nightingale. 

5. My love sees me on the comer and says, “If Avni is not in love, 
what on earth is he doing here?" 

Here, alongside the^ fatherTrJjfr^achful attitude the beloved 
displays toward the loverh there, is also'A hidden but somewhat 
flirtatious attitude that the belovp<d seems tcyfuave just discovered. 
Additionally, the second hemjsjich’/uhrase “j$rhat on earth is he 
doing here” (yd nejdger, y L canajso be read as yana geger (<oL 
j>A), in which case^two other possible meanrrjgs of the beloved’s 
words emerge: (l)'Aff Avnpis plot j-n love/bte will leave and go 
somewhere else”; (2) Hf (Avnjds pot: ijTlpve, he will go away (from 


here) burning (with his piassi. 






y 
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1. Dili bulbul kilupdur anzun iistindeki guller 
Beni sevda ile ba^dan ^lkarmijdur o kakiiller 

2. Eger u$§aka derd ii mihnet ise ‘i$kdan hasil 
Bi-hamdi’llah ki vafirdiir bize ‘i$kunda hasiller 


3. 

4. 

5. 

6 . 


Saba ‘ikd-i ser-i zulfunkhall jpnekde acizdiir 
Bell her ki$iye asan dpgiddur Wjl^-fjiiijkiller 


/ 


Ne nisbet aramizda kim getur ^iin nu§-lej) yarun 1 2 
Bana zehr-i gaijni helva/fakybe ^dnr-i katillcr 

Seniin ‘l^kun ily divane oldi (ni^e ferzane/ 

Seniin sevdan il^miecrurp olppchjr ni^e akiller 

Ne lazim tig-i miijgam senkkatl eylesiin dimek 
Biliirsuz ehl-i hal olan olur bu soze ka iller 


7. Eger deyr-i mugan tavfin ideydiin ‘Avniya bir gun 
Goriirdiin ate$-i meyden fiiruzan $em‘-i mahfiller 


1 (11). AE /4b. 

2 Aunt Divani nin Kemal Edip Unsel ne§rinde, bu beytin ilk misrai, 

Ne nisbet aramizda kim geliir f iin nu§-i leb yarun 

$eklinde okunmu§tur. Ancak beytin anlam biitiinliigu goz oniinde bulun- 
duruldugunda, misrain 

"Ne nisbet aramizda kim geliir fiin nu§-leb yarun "olarak okunmasi gerekti- 
gi anla§ilir. 
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n.$iiR 

1. (Ey sevgili;) yanagimn uzerindeki giiller gonlumu bulbul 
eylemi§tir. Kdkullerin ise beni sevda ile ba§tan gikarmytir. 

§air, sevgilisinin yanagimn al al olmu§ halini giile benzetiyor. 
“Sevda ”, 90 k kara, 90 k siyah anlaminda bir sozciik olup, “sevad’ in 
miiennesi (di§ili) durumundadir. Ijir a$k hastaligi olan kara sevdayi 
(melankoli) da anlatir. Sevgilijrinsiyah kakiilleri ile “ sevda ’ arasinda 
renk a 9 isindan ili§ki kurulmujfur. Ayrita §air “ba$tan 9 ikarma” 
deyimini kullanarak kara sev^ay^du^n a$iginfsevgilisinin ugrunda 
canini ve ba$im tejk ettiginh riyred^se olmek iizere oldugi 

/ 


junu 


anlatmak istemijtirJ 


2. Eger ayk (ali§ vphyin)de dgigin kazanci dgrp ve sikinti ise; Allah’a 
giikurler olsun ki, senindt^m(irppazyinn/da, oldukga fazla kar etmigiz. 

3. Sabayelizulfuniin /cundakpdiygiwdcrigdzmekteaczeduymuytur. 
Tabi ya! Miigkulleri (zor meseleleri) gozmek, dyle her kiginin harci 
midir? 

Sevgilinin ziilfii misk (mii§k) gibi simsiyah ve kokuludur, yani 
“mii§kin”dir. Ziilfiin sifati olan “miijkin” ile metinde ge 9 en “miijkil” 
arasinda ses benzerligi vardir. 

4. Rakip ile bizim aramizda nasil bir benzerlik olsun ki; tath 
dudakh sevgili(den ayri kalty) dugiincesi ve kederi bize helvagibi (tath); 
rakibe ise oldurucii zehir gibi (act) gelid 

Klasik edebiyatimizda a$ik, sevgilinin yolunda olmaktan, hasreti 
ile yanmaktan, onun hijimli yan bakijinm (gamzesinin) oku ile 
yaralanmaktan memnundur. Sevgilinin hasreti ile yanmak bahar 
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riizgari gibi ferahlandirmakta; ayriligimn verdigi sikinti ve keder de 
ona $arap, bal veya helva gibi tatli gelmektedir. Halbuki rakip, a§kin 
bu yiiksek hallerinden mahrum olup, sevgilinin yolunda sikintilara 
kadanmamn giizelliginden ve ondan ayri olu$un garni ile keyif 
almaktan uzaktir. Bu sebeple bu sikinti ve keder ona helak edici bir 
zehir kadar aci gelir. 

5. (Sen dyle eriplmez guzellikte bir sevgilisin ki), nice bilgeler 
senin a§km ile divanele$ti; nice akil sahipleri de senin sevdan ugruna 
Mecnuna dondii. 

6. (Benim ifin, o sevgilinin) "kirpik oklari seni katletsin!” demeye 
negerek var?... Gonul ehld olanjar ziiteiijyu sdze diinden razidirlar! 

§air, “ehl-i hal olanlar’ sozii de foiklari, daha dogrusu kendisini 
kastetmektedir. A$d$lar zapen Sevgilinin luFpiklerinin (hi§imli 
yan baki§) okunun-sineleriri^sipfabprfasmi vSbu yara ile olmeyi 
can u gonulden istdmektedirjer. Eninp/onlar i^in bir beddua sozii 
olarak soylemeye hij'gerek yoktur. Boyle bir jey a$ik i^in mutluluk 
vesilesidir. / , / ' / . 

- 1 / x 7 7/7 

7. Ey Avni; eger bir gyifiyy.fepstlemi tapinagin(a benzeyen 
meyhaney)i ziyaret etseydin, bu kilisenin mahfilinde §arap ate$inden 
tutiqan mumlan gorurdun. 

Beyitte ge<jen ve meyhanenin sembolii olarak kullamlan “ deyr-i 
mug&n” (Mecusi tapinagi), “tavf (kiliseyi ziyaret, tavaf) ve “mey” 
(§arap) gibi tabirler tasawufi dii§unce sistemi ^erisinde mecaz 
unsurlan olarak yer almaktadirlar. §air, her giin meyhaneye gelen 
harabad ehlini tapinak miidavimleri gibi diifunmekte; tapinaga 
siirekli gidenlerin ilahi nura muhatap olacaklan gibi, meyhane 
ehlinin de orada kandile benzeyen kadehlerin iq:inde mum gibi 
parlayan §arabin l^igim goreceklerini soylemektedir. Burada 
meyhane ile tekke; $arap ile de ilahi a$k anlatdmak istenmi§tir. 
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Baki bir gazelinde bu hususu ba$ka bir baglamda §oyle dile 
getirmiftir: 

Devr-i meclis ki safa camiiniin cemberidiir 

Ab-i rengin ile kandil-i fiiruzani kadeh 

Meyhanede igki igrnek igin halka geklinde oturan gamp dugkunleri, 
zevk ve safa camiinin kandillerinin asdi oldugu gembergibidir; igindeki 
renkli suyu ile (meyhane mudavimlerinin ellerinde tuttuklari) kadehler 
de (o gemberin) igik sagan kandilleridir. 


- -tvi J: / 



/ X / 

/ /V / ' / 

X 

X 


/ r" / 


p 

X 

/. ) / 

. A X 

X 
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1. My love, the roses of your cheeks have made a nightingale of my 
heart, and lust for your locks has struck me down. 

Here, the poet likens the beloved’s reddened cheeks to roses. The 
word sevda - here translated as “lust” - literally means “very dark, 
very black”, and is the feminine plural of the word sevad. It is also 
used to refer to the “dafkpassionT o'npTelancholy of a despairing 
lover. In this couplet, a likeness iystruck between the beloved’s dark- 
colored bangs (kakiil) and the lov^r’s^klark” passion. Apart from this, 
the poet also uses thj' idiom l^\k^onp/down'Tba}tan gikarmak, lit. 
“remove one’s hea<C) to showjjow theJ^rt'er, inhjjs “dark passion” for 
the beloved, has effectively given ljis own life Sid head for the sake 
of the beloved, and is'll ms tin the verge of de'ath. 

"j,. / / /a 

2. If pain and torment/is th^rofitofjoyeyfraise be to God, we have 
earned much in the market ofyour-tove. 

3- The morning breeze proved too weak to untangle your curls. What 
of it? Untangling difficult ties is not easy for all. 

The curls of the beloved’s hair are as black and fragrant as musk 
(miifk), a fact which could be described by the adjective mu§kin 
(“musky”). In this couplet, the adjective “difficult” {mufil) - used 
to describe the beloved’s curls - is an echo of the unused but relevant 
word mu$kin. 
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6. What need is there to say of me, "Let the arrows of your love’s 
lashes cut you down"' 1 For those who know what it is to loi>e have already 
obeyed this command. 

By the phrase ehl-i hal olan - here translated as “those who know 
what it is to love” - the poet is in fact referring to himself Lovers - 
that is, “those who know what it is to love” - desire, with their whole 
heart and soul, that the arrows of the beloved’s eyelashes pierce their 
breast. For them, to state that such a thing might happen is by no 
means a curse but, on the contrary, a cause for joy 


7. Avni, if one day you were to worship at the tavern-like altar of 
the worshipers of fire, you ( iX>ould Jeelthej capdles of the chancel lit up by 
the fire of wine. ' ' U 

The expression “the alta^of fee fire worshipers” ( deyr-i mugari) 

- referring to Zoroa^trian temples/buj/also used as a symbol for a 
tavern - and the wofcls “worship” (tavfji t. “circuijnambulation”) and 
“wine” (mey) are used figuratively in the system of Sufi thought. 
In this couplet, the "poet envisions the f requen ters of the tavern as 
worshipers at an altar orfyerrq5le, AndTays ,drat the taverngoers will 
see the wine in their lamp-shipyd gups shining like a candle, just as 
the worshipers at the temple will be recipients of the divine light. In 
this, the tavern is likened to a dervish lodge, while wine is likened 
to divine love. The poet Baki expressed this same matter rather 
differently in the following couplet: 


The circle of drinkers is the chandelier in the mosque of joy 
And their cups of wine all blushed red are the bright light that 
those lamps shed 


Devr-i meclis ki safd camiinun $emberidur 
Ab-i rengin ile kandil-i furuzam kadeh 
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/ 7 1 
( ^ 

1. Ebr-i mujem ayaguna gevher-nisardur 
Mir’at-i dil cemaliine ayine-dardur 


2. Dil hanesine kilsa hayaliin $ehi niizul 
Yiiziim bisau ayagina z^r-nigardur 

3. Zehr-i firak ger^i dili hast^eyledi / 
Vaslun §erabiBa/yine iimmm-virdur ^"7 


/ / / / ' 


i x / 

4. Canum umicbyardururTigji fgamzene 


Goziim iziin t^Lfibina^ur-jntizardur 

7y / b<v 

5. Bi-ihtiyar yarini kendu/fe/^nyide^ 


‘Avni anun ki tali'i vix bahti yardur 




1 (12). AE /4b. 
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12. §iiR 

1. (Ey sevgili;) kirpiklerimin bulutu senin ayagina (inci gibi 
gozya^lan) sapnaktadir. Gonlumun levhasi ise, senin yuzunun 
guzelligine ayna tutmaktadir. 

Beyitte, gelinlerin ayagina saci sa<pna adetine ve onlarin me§§ata 
denilen siisleyici kadin tarafindan siislenmesi uygulamasina telmihte 
bulunulmujtur. §air, scvgilinjn^ayki i'k^urckli agladigini ve onun 
yuzunun hayalini bir an icin bi]e olsun dcalbinden cikaramadigini 
soyluyor. / '/ / 

2. Senin haydUkin padfahi/goiGUimun 'sarayina konuk olsa, 
(sararmif) yiiziim, , altm nakrflarld i§Ernmi§ bir) do$ek gibi, (onun) 
ayagimn altma seribpeye hazirdir.j I 

Sevgilinin hayali, fiiy pa^alj/gilpi' 3 4 * * 7 ^lgin gonliiniin hanesini 
jereflendirmijtir. A§ik b^ok/y^^ek'kpmig^Tjanina layikbir §ekilde 
agirlamak icin, a$kin ve ayriligirr acisi ile sararmi? yiizunii, altinla 
ijlenmi? bir do§ek gibi onun ayagimn altma sermi§tir. 

Burada da, Osmanli ulkesinde padi§ahlarin bir yeri ziyaretinde 
atlarimn ayaklan altma rengarenk kiymetli ipek kuma$lar serilmesi 
(pay-endaz) adetine telmih yapilmaktadir. 

3. Gonliim aynligin zehri ile hastalandi ama, yine de vuslat 
ilacindan iimidini kesmedi. 

4. Camm senin hqimh yan bakqimn kihcmdan umiwardir; gbziim 

ise, ayagimn topragina kavu§mayi beklemektedir. 

Divan jiirinde kilic, hanger, okun temreni gibi celikten mamul 

silahlar, su verilerek sertlejtirildikleri i^in, suyu hatirlatirlar. Beyitte 









de a$ik, sevgilinin ayriligimn ate§inde yanmi§ ve hastalanmi§tir. 
Hastanin su beklemesi gibi, a$ik da sevgilinin kanli gozlerinin 
suyunda ^eliklejmi? kirpiginin kilicini istemektedir. Bu kilic, 
a$igin sinesine saplanacak ve onun susuzlugunu giderecektir. Bu 
konu ile ilgili olarak aynca 10. §iirin 1., 41. fiirin 2. ve 63. §iirin 2. 
beyitlerinin izahina da bakilabilir. Ayrica, amildar sevgilinin ayaginin 
topragina yiizlerini, gozlerini siirmek isterler. C^unkii sevgilinin 
ayaginin topragi, goze cila veren tutiya (siirme) gibidir. Beyitte buna 
telmihte bulunulmu§tur. 

5. Ey Avni; bir ki§inin taLihi ve bahti yar olursa, sevdigi, ona 
kendiliginden baglamr. 'p J' 1 

X r, 

/ is ry 
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1. My love, the cloud of my lashes rains pearls of tears down on your 
feet, while the tablet of my heart holds up a mirror only to reflect the 
beauty of your face. 

In this couplet, there is an allusion to the custom of strewing 
such things as money, pearls, cand)j, or grain at the feet of the bride, 
as well as to the beautiffcatioji hffidc by the woman - called 

the menata - whose job this is. jdere, the'poet states that he weeps 
without cease from his love, forj/tfic^beloved/and that he cannot 
remove the image of the bekjved^ fac^Trom hrs heart for even an 
instant. Zl| . / 

2. Should the sultpn of your image deign to ftp a guest in the palace 
of my heart, my pale fade j.s a gijcled^aryd pt that sultans feet. 

The image or thought^ of/thp fbcloyed honors the abode that is 
the lover’s heart as much as if the beloved were a sultan ( cf. #23/5, 
#39/5, #50/5, #68/2). So that the lover may properly receive this 
honored guest, he lays out his face - which has gone pale from the 
pain of love and separation - at the feet of the beloved as if it were a 
carpet or bedding inlaid with gold. 

There is also an allusion in this couplet to the tradition of laying 
out fine, colorful silk fabrics or carpets {pay-endaz ) before the horses 
of the Ottoman sultan whenever he pays a visit somewhere ( cf. 

#13/1). 

3- Though the poison of separation has sickened my heart, my heart 
still has hope of the curatii’e wine of union. 
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4. In my soul there is hope for the sword of your angry glance, and 
my eyes still await the dust of your footprint. 

In classical Ottoman poetry, steel weapons such as swords, 
daggers, and arrowheads are often used as tropes for water, since 
water is used in the hardening process of such weapons. In this 
couplet, the lover, separated from his beloved, has burned in fire 
and sickened. Just as the sick need water, so does the lover need 
the sword of the beloved’s eyelashes, which have been hardened 
like steel in tears of blood: this sword will pierce the lover’s breast 
and quench his thirst. This same series of associations is touched 
upon in #10, couplet 1; #4l_ >J co,ppjlet 2\ and #63, couplet 2 (qq.v.). 
Apart from this, lovers also desire~TO~/,ttfe' tjieir faces and eyes in the 
dust at their beloved’s feet. Thisds because theydust of the beloved’s 
footprint is, for theioyer, lik^kobiot>collyriufn {tutiyd) giving luster 
to the eyes (v. #70% cf# 33^, #51/^63/1,^72/1). This is what 
Avni’s couplet is alluding to here, f / —j 

5- Avnt, if ones fortune anffiitf is Ipve, then'what he loves is bound 


to him no matter whaF 


l, / / 


a 


V 
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1. C^iin saba fasl-i hazanda giil$ene diba do$er 
Hak budur her nak$i yirinde olup ziba dii§er 


2 . 


3. 


Ni$e tenha asitanin opmege fursat bulam 
Kuyina ‘azm eylesem sayem bana hem-pa dii§er 

Ziilfiinun vasfinda tumar py|$sem e$ arumi 
Ka§larun vasfinda olan <ximfey^jlbgt;a dii§er 

/ 


4. Mihr ii meh abd^re ‘apz-i husividerlermij sana 


Lik kadri anlarpn bu isdsry^aga diijei 


5. Baga servini hiraman itse ol pruhsari giiE 


A] 


’ . y y y IVs 3 

Na‘ra-i bulbulle^giiljen^hnina^avga dii§er 

^ -Jy [T^ ^ 

6. Ehl-i [dehre] alemiin mamuresin arz itseler 1 2 
Ehl-i fakrun hissesine miilk-i istigna dii§er 

7. ‘Avniya dil virmek ol dildara dii$mezdi bana 
Bir dii$ecek yir arayuban goniil amma dii$er 

1 (13). AE /5a. 

2 Yazma niishada bu beytin ilk misraindaki “ ehl-i dehre" tamlamasindaki 
'‘dehre" kelimesi yoktur. Vezin geregi ve anlamin tamamlanmasi icin bu- 
raya bir kapali ve bir a£ik heceden miirekkep bir kelimenin ilave edilmesi 
gerekmektedir. Divani yeni harflerle ne$redenlerden Saffet Sitki, ba§ tarafa 
bir "ciimle" kelimesi getirip daha sonra gelen “ehi 've alemiin ” kelimele- 
rini "ehl-i ‘alemiin" §eklinde terkipli okumu$; Kemal Edib Unsal ise “ehl' 
sozciigiinden sonra "dehre" kelimesini ilave ederek terkip yapmi$tir. Biz 
beytin butiinliigune daha uygun olan "dehre" kelimesini tercih ettik 
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13. §iiR 

1. Sonbahar mevsiminde saba ruzgan giil bahfesinin zeminine 
renkli ipekten bir dd§ek dd§ediginde, (o dd§egin) her nak§inm yerli 
yerine oturdugunu ve $ok yaki§tigim goriirsun. 

Sonbahar gelmi§ ve agaclardan kopan rengarenk yapraklar giil 
bah 9 esinin zeminine yayilmijtir. I^u durumu 5 air, saba riizgarrmn 
zemine renkli ipeklerdendrir^sefgiy^y^iasr §eklinde dii§iinmii§tiir. 
Bu sergi sonbahar mevsimrnin biyiminderrsonra giil bahcesi iilkesini 
te§rif edecek olan ilkbahar sidcanijrl^veya giil pfadijahim) karjilamak 
igin onun ayaginiff' altina^serilery^ek kiima^lardan yaygrdir. 
Padijahlarin kar§rlanmasr esna^rnda onlarin athrrinin ayaklan altina 
serilen bu kiymetli'Etlmajlardan yavgiya “pay-endaz” denilmekteydi. 

V, / \' y ^ 

2. (O sevgilinin) ejigini te/iha^a opfncye nasil firsat bulacagim 

ki; ne zaman mahallesme^dojrpuwUynksfirndgo Lgem hemen ayagima 
dola§iveriyor! - 

3. (Senin) sa^lannm guzelligini anlattigim fiirlerimi bir ferman 
halinde duzenlesem, kaylarmm vasfinda yazdiklanm 0 tomann 
uzenndeki tugra yerine gefer. 

§air, sevgilinin dalga dalga saclarini anlatmak icin yazdrgi tomar 
halindeki fiirleri giizellik iilkesinin fermamna benzetiyor. Bu 
fermamn tugrasr da onun ka$larimn giizelligini anlattrgi §iirlerdir. 
§ekil olarak ka§a benzeyen tugralar fermanlann iist krsmina nak§ 
edilir ve padijahrn imzasr yerine gecerdi. 

4. Giine§ ve ay suya aksederek sana guzelliklerini gosterirlermiy.. 
Ama (bilmiyorlar ki), onLznn degerleri bu sebepten dolayi boyuna 
a$agiya dii§up durmaktadir. 
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§air, gune§ ve ay gibi gokyiizii cisimlerinin sudaki yansimalarim, 
onlarin kendilerini sevgilinin yiizii ile kiyaslamaya kalkmalarindan 
dolayi degerlerinin diijmesi §eklinde gostererek hiisniitalil 
yapmaktadir. 

Avni, ayrica giine§ ve ayin butiin parlakliklarina ragmen 
battiklarmi, dolayisiyla degerlerini yitirdiklerini; buna kar§ihk, 
sevgilinin guzel yiizuniin higbir zaman deger ve kiymetten 
du§medigini ifade ediyor. 


5. O, yanaklan gulgiil olan sevgili, servi boyu ile bagda salina sahna 
yurumeye bajlasa, (yanagimn yguliu^e a§ik olan) bilbiillerin filginca 
naralan yuziinden, giil bafyesijiin tirtahn/la karga$a meydana gelir. 

§air, bulbul ile sevgilinin giizdlligi kar§isinda kendinden gegerek 
inleyen a$iklari kastgt/nekteclir. / / < 


6. Insanogluna yttrdunya denenbayindir $ehri(n tamamim) verseler; 
fakr ehlinin hissesineyp fehirde'istijpia (tok gozlidtik, kanaatkdrhk) evi 
diiyer. V~, / ) ' y 

Metinde gecen “madid re’’Aazcfig bay ind 1 r yer, kasaba, $ehir” 
demektir. “ Miilk’’ kelimesi-ise, (bircak' degi^ik anlama gelmekle 
birlikte, beytin baglami igerisinde dii§uniildugunde “ev”, hatta -fakr 
ehlinin hissesine driven “ miilk-i istignd” soz konusu oldugunda- 
“kiigiik ev, kuliibe” karjiliginda kullamlmijtir. 


§aire gore, insanoglunun gozii higbir zaman doymamakta ve 
diinya jehrinin tamamim istemektedir. Bu bayindir jehirde fakri yani 
yoksullugu segen Hak yolunun yolcularimn hissesine ise istigna, yani 
ihtiyacsrzhk, tenezziilsiizluk kuliibesi dii$mektedir. “Fakr” liigatte 
yoksulluk, fakirlik anlamma gelmekte ise de, onemli bir sufi istilahi 
olarak dervijligi, salikin, higbir §eye malik ve sahip olmadigimn 
juurunda olmasi ve her jeyin gercek sahibi ve malikinin Allah 
oldugunun bilincinde olmasmi anlatir. Bu ise, Hakyolu yolcusunun 
Hak’ta fani olmasi ve kendisini her zaman Allah’a muhtag bilmesi 








166 | Fatih Divdm ve §erhi - 13. §lir 


demektir. Bu duruma gelen bir salik, Allah’in kendisine yeterli 
olduguna inanarak, ondan ba^kasina ihtiyac duymaz ve Allah’tan 
gayn hi^bir §eye tenezziil etmez. Bu ise istigna halidir. 

7. Ey Avni; o (guzellik iilkesinin padi^ahi olan) seigiliye goniil 
vermek bana gore bir §ey degildi; ama (ne yap ay im ki) goniil, ( dilenci 
gibi), yikilacak biryer aradi ve gidip oraya dii§uverdi. 

Beytin birinci misraindaki “dii§-” fiili yara$mak, yakijmak, uygun 
diijmek anlaminda olup, a$igin sevgiliye goniil verirken yaptigi §eyin 
buyukliigiinii, uygunsuzlugunu anlatmaktadir. Ikinci misradaki 
“dii§~” fiili ise argoda “dilenmek icin askinti olmak, musallat olmak, 
bir kapiyayikilmak” mapasindakiiffapi^raksevgilinin biitiin ilgisiz 
(miistagni) tavirlarina ragfnen a^rgin oni-'gonliinii baglamasindaki 
lsrarmi ifade etmijtir. §air, sev^jHyi padijajjd^ a$igi ise dilenciye 
benzetmekte ve IdaSik e dejjiy ajmil/da' cokca^rastlanan padijah- 
dilenci (yah u geda)~fli?kisinegoriaermyde bulubmaktadir. 




7 y y 

7 ^[yvFd~> x 


77 
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1. In autumn, when the morning breeze spreads fine taffeta over 
the rosegarden, you will see that every stitch is in its place and suits the 
whole. 

Autumn has come and the colorful leaves have fallen from the 
trees and covered the ground in j:he rose garden. Here, the poet 
has envisioned this as the meaning t^ef^spreading a fine, colorful 
taffeta silk mat ( diba ) out on thp'groundr’this mat is the same silk 
cloth that, after autumn has, endjed^will be spread out in the rose 
garden to receive th^ springs also caHecT the “rase sultan”. The fine 
fabrics that were laid! out belong fne feet^of the sujtan’s horses so as to 
properly receive thwsultan were called pay-endSz ( v . #12/2). 

V'. / J 1 / ^ 

2. How can I ever iff alone tp/kissffhefildopstep of my love, when every 
step I take toward my lovff streptjs ( shadmpechby my shadow. 

3. Were I to put all my odes to your hair into a single scroll of edict, 
all my odes to your brow would serve as seal to that scroll. 

Here, the poet likens the poems that he has written on the wavy 
hair of the beloved and collected in a scroll to an imperial edict 
iferman) writ in the land of beauty. The calligraphic seal ( tugra ) 
on this scroll is the poems he has written on the beloved’s brow. 
Calligraphic seals, which are somewhat reminiscent of eyebrows in 
terms of shape, were inscribed at the top of all imperial edicts, and 
served as the sultan’s personal signature. 
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4. It is to you that the sun and moon reflected in the water are 
showing off their beauty, and yet they fail to see how this makes their 
value fall yet lower. 

In this couplet, the poet imagines the sun and the moon reflecting 
in the water as those heavenly bodies’ attempt to compare themselves 
with the beloved’s face, a comparison which in fact lowers the sun 
and moon’s worth. This is an example of the rhetorical device known 
as husn-i ta 'lil or poetic etiology 

Avni also expresses here how the value of the sun and moon is 
lost owing to the fact that, no matter how bright they may be, they 
still set every day, whereas-thebeau^y ^f the beloved’s face never sets, 
and so its value never falls^ <j 

5- Were the rose-cheeked befovedito ytart swafmg through the garden 
with the cypress-talLheauty, fffe ir/adffries of die nightingale would 
wreak havoc in the-g&rden. / p ff 

With the word “nightingale” miilbul), thelpbet means the lovers 
who go into ecstasy before file Beaufy^pf the beloved and begin to 
poan. -!/ 

6. If they were to grant the whole of this great city to this world’s 
people 1 , the lot that fell to the poor would be a hovel of content. 


In the handwritten manuscript copy, the word dehre (“to the world”) is 
absent from the phrase ehl-i dehre (“to the worlds people”) in the first he¬ 
mistich of this poems sixth couplet. In order to complete the meaning ac¬ 
cording to the meter of the poem, a word composed of one heavy syllable 
followed by one light syllable (• —) needs to be added. In the edition pub¬ 
lished by Saffet Sitki, the word ciimle (“all”) was added at the beginning 
of the hemistich, with the subsequent words ehl (“people”) and ‘alemiin 
(“of the world”) being brought together as the phrase ehl-i ‘alemiin; while 
in Kemal Edip tinsels edition, the phrase ehl-i dehre was constructed by 
adding dehre after ehl. Here, I have preferred the word dehre as being 
more suited to the meaning of the couplet as a whole. 
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The word mamure - here translated as “great city” - means 
“cultivated or developed place, town, city”. The word miilk in the 
couplets second hemistich has a number of different meanings, but 
when considered in the context of the couplet, the most appropriate 
of these meanings is “house, home”, and in fact - seeing as the lot 
that falls to “the poor” ( ehl-i fakr) is a place of “content” (istignd) 
- the word might best be read as “small house, cabin”. Here, it has 
been translated as “hovel”. 

In the mind of the poet here, human beings are never satisfied, 
but want the whole of the great city of the world for themselves. 
Within this developed cijy,-thtyldp- that has fallen to those who, 
choosing poverty, are in facEfcHlowirig^Spd’s path, is a small hut 
or cabin of contentment, wher^ one’s needs yre few. Though the 
word fakr literally means “poverty , iris also an important Sufi term 
referring to the acrof being/a (fcfvipi\ a spiritual wayfarer who is 
fully aware that h<Tor she carf possesy nothing becausc God is the 
true owner and possessor of all things. Effectively, this awareness is 
the same as the annihffatioffof the; wayfarer’s self in God (fend fl'l- 
lldh) , with the wayfarerijhowipg thap hiof^he is necessarily “poor” 
or “needy” ( muhtac ) toward (ibd/THe wayfarer who has come to 
this station believes that God alone is sufficient and that he or she 
needs nothing more and will not lower himself or herself to anything 
other than God. This is the state of contentment or equanimity. 

7. Avni, it was not for you to give your heart to that beloved, and 
yet, like a beggar, your heart sought out a place set for ruin and there 
collapsed. 

The verb du§mek (lit., “to fall”) in the first hemistich of this 
couplet means idiomatically “to suit, to befit, to be suitable”, and 
is used to refer to the importance and inappropriateness of what 
the lover has done in giving his heart to the beloved. Here, the 
verb is translated as “it was not for you”. As for the verb du$mek 
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in the couplet’s second hemistich, there it is used in its colloquial 
meaning of “to pester by begging, to be a bother, to fall in a heap 
before a door”, and expresses how the lover - in spite of the beloved’s 
indifferent ( mustagni) attitude - has nonetheless insisted on binding 
his heart to that beloved. In this, the poet is comparing the beloved 
to the sultan and the lover to a beggar, and thereby making reference 
to the sultan-beggar {§&h u geda) relationship frequently found in 
classical Ottoman poetry. 
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1 . Bir giine$ yiizlii melek gordiim ki alem mahidur 
Ol kara sunbiilleri a$iklarinun ahidur 


2. Karalar geymi$ meh-i taban gibi ol serv-i naz 
Miilk-i Efrengiin megei; kimjhiisn i^inde $ahidur 

s' s Cf 

3. ‘Ukde-i ziinnarma her kirrfsejdm dil baglamaz 
Ehl-i iman olmaz ol a^klamnygum-rahidur 


4. Gamzesi 


i oldiirtjugine le^le :i ca rlfar viriif-j 
d ruhd>ah$un din-i tsa rahidu^ 


Var ise ol ruh^ah§ 


- Jr / ■ y fy\ 

‘Avniya kilma guman kjf%skp_f^iSih ola nigar 
Sen Sitanbul $ahisun ol [da] Kalata $ahidur 


1 (14). AE /5b. 
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14. §iiR 

1. Yiizii dylesine giinef (gibi parlak) bir melek gordiim ki; alemin 
ifik safari dolunayidir. Onun siimbiil (gibi) simsiyah (saflan) da 
dfiklanmn ahlaridir. 

$air, sevgiliyi once giine§ gibi parlakyiizlii bir melege benzetmekte; 
daha sonra da onu aleme i$ik veretj bir dolunaya tejbih etmektedir. 
Sevgilinin yanagimn ikir yanyn^kdplaly^n sumbul goriiniimiindeki 
ziiliifleri ise, ona a§ik olanlaym sinelerinden yiikselen ahlarin 
dumamdir. Bu ahlar, seher vakti^ildarm yandcbagirlanndan ate§li 
dumanlar halinde jgjge yiiksekrii|/Ve^i^ah bidutlar gibi dolunayin 
etrafim ku§atmi$trtl fAlem maJpidir) ibpresini “alym onun mahidir” 
jeklinde anlayacalt^blursak, bevirten “ biitiin (diinyanm guzelleri, 
ay gibi ipgim ondaffalmakpa, onun/yiiziinilrdparlakhgi karpsmda 
biitiin diger giizeller aj^gibt soAiikdkcdrfiaktadir” anlami cikar. 
Beytin birinci misrainda'^sev^iRyi^iji^kdRanilan “giinef yiizlii melek” 
tammlamasinda, “giine§” ile “melek” unsurlan birlikte zikredilmek 
suretiyle, giine§in tarih igerisinde ortaya cikan bazi marijinal inane 
gruplarinda (Yezidilik gibi) en yiiksek melek (Tavus-i kutsi, Cebrail) 
olarak kabul edilmesi inancina telmihte bulunulmujtur. 

2. Karalar giyinmif bir dolunay gibi nazh nazh salinan o servi boylu 
(seigili), tipki Frenk iilkesinin giizellikler iferisindeki padifahi gibidir. 

Beyitte, siyah elbiseler (siyah Hristiyan ciippesi) icinde biitiin 
giizelligi ile dikkatleri ceken sevgili, boyunun posunun diizgiinliigii 
ve uzunlugu ile once servi agacina benzetilmij; sonra bu hali ile 
gokyiiziiniin karanligi icerisinde parlayan dolunaya tejbih edilmij 
ve nihayet biitiin bu ozellikleri ile bu sefer Frenk (Galata) iilkesinin 
giizellik padijahi gibi dii§iinulmii§tiir. 
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3. (O Hristiyan guzelinin) belindeki ziinnarm diigumunegonliinii 
baglamayanlar, iman ehli sayilmazlar. O killer, apklarin yoldan 
f ikmij olanlaridir. 

Islam akaid kitaplarinda, Hristiyanligin gostergesi olan, bele 
ziinnar ku$anmak, ef’al-i kiifiirden (kiifre gotiiren davranif) 
sayilmi§tir. Beyitte ise bunun tam tersi olarak, Hrisuyan guzelinin 
belindeki ziinnarm diigumune goniil baglamayamn iman ehli 
sayilmayacagi ve o ki$inin afiklarin yoldan 9 ikmi§i oldugu ifade 
edilmektedir. Bunlar, daha once de ifade edildigi gibi, asil anlammi 
tasawufi dii§ iince sistemi igerisinde bulan mecazi nitelikli ifadelerdir. 

4. (O giizel sevgilintn) Jjiyirhli ]yon bakipmn oldurdugiine, 

dudaklari can bagiflamakttfdir. Gplibafo idih veren giizelin dini, Hz. 
isa’nin yoludur. ' / /~ 

~~-j / / / 

Bilindigi gibi, Vs)l. Isa, npidzpvr^ycefes i il«Poliileri diriltmiftir. 
Sevgili de (Hz. Musa gibi ga^apli) gajnzesinmJ ciger delen oklari 
ve keskin kil^lari ifiPhelak ettigi asiklarma, ducLaklarindan ddkulen 
bir vuslat vaadi ile ('vyya bir/opuciigia ile) tekrir hayat vermekte ve 
onlarin 6 lmii§ ruhlarimdjxiltrhek^dir^ ( 


5. Ey Avni; goniil verdigin b JHristiyan) giizelinin sana ram 
olacagim asla umma!. Qiinkii sen, (nihayetinde) Istanbul’un fahism; 
o ise (guzellik ulkesinin ba§kenti olan ve iginde, cennet gibi, hurilerin 
dolapigi) Galata’nm padi$ahidir. 

Avni Divaninda, estetik unsur olarak ge 9 en iki yer adina 
tesadiif edilir. Bunun biri Istanbul; digeri de Kalata (Galata)’dir. 
Istanbul, aym zamanda kudretli bir sultan olan §airin ikamet ettigi 
ve sarayinin da iijinde bulundugu asil jehirdir. Galata ise gayr-i 
miislimlerin ya^adigi ve Miisliiman unsurun pek fazla ugramadigi 
semtin adidir. Galatada daha 90 k Hristiyanlar ya$adigi i 9 in buraya 
“Frengistan” da denilmekteydi. Avni’ye gore; i 9 erisinde dola$an huri 
gibi giizellerle, Galata’yi gorenler, Firdevs cennetine goniil vermez 
olurlar. Orada nazli nazli salinan servi boylu sevgiliyi gorenler de 
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(cennette biten) servi agacini hatirlarina bile getirmezler. 1 §air 
yukaridaki beyitte sevgilinin padi§ah oldugu Galata ile kendisinin 
padi§ah oldugu Istanbul’u mukayese etmekte; tabii olarak Galatayi 
iistiin gorerek, oranin padijahi olan sevgilinin, Galatadan daha 
a§agi olan Istanbul’un padijahi olan kendisine ba§ egemeyecegini 
du§iinmektedir. 


-t\T j r / 


/ / / 
s / / / ' / 

/ \ { / 


' ' / . 
r, '•/ / <r, 

/ -/r )\Xd^ ' 




Bkz. 60. jiirin 1. beyti ve a^klamasi. 
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1. I saw an angel whose face was so like the sun it was the world’s 
light-scattering moon, and the black hyacinths of that angel’s hair were 
the sighs of lovers. 

Here, the poet first compares the beloved to an angel whose 
brilliant face is like the sun, and he then likens the beloved to a full 

fl ■ ',a I ^ 

moon shedding light onrthe vynrld; -Xhe>fwo hyacinth-like sidelocks 
of hair framing the beloved’s clyeeks are,' in fact, shown to be the 
smoke of the lovers’ sighs risjng^jrdm their ht^ast. The fiery smoke 
of the lovers’ cries o^“Ah!” mes drom^tKeir buttled breast up to the 
skies, where it encircles the rulj moon \pKc black'jclouds. 

If the phrase “ttye, world’s maop” ('diem ri\ahi) is interpreted as 
“the world is (the belted’s) dmion”, (hcytneaning of the couplet can 
be read as follows: “All crfythe y o r 1 as,lyeautityreceive their moon-like 
light from the beloved, and so 4ic light of all of the world’s beauties 
is dim beside the brilliance of that beloved’s face.” The description 
of the beloved in the couplet’s first hemistich as “an angel whose 
face is like the sun” (gune§ yuzlu melek), by using the words “angel” 
and “sun” together, alludes to the belief of certain groups such as 
the Yazidi that the sun is the supreme angel, Gabriel or the Peacock 
Angel (Melek Tavus). 

2. A full moon clad all in black, that cypress-tall flirt swayed like a 
sultan among the beauties of the land of the Franks. 

In this couplet, attracting a great deal of attention dressed entirely 
in black - the black vestments worn by Christians - the beloved 
is likened to a cypress tree in stature and height and, extending 
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this depiction, to a full moon shining amidst the blackness of the 
sky. In the couplet’s second hemistich, all of these attributes are 
brought together to depict the beloved as the sultan of the land of 
the “Franks”, or Christian Europeans, by which is meant Galata, 
which was, in Ottoman times, the largely non-Muslim area across 
the Golden FForn from the city of Istanbul proper. 

3■ Those who do not hind their heart to the knot on the cincture of 
that Christian beauty are not people of faith, hut people who have gone 
astray. 

In books outlining Islamic doctrine, to put on the rope cincture 
(ziinnar) that was a maple ofthG Ghr/isuans was deemed an action 
that put one outside the faith ofjslamn [ef&l-i kufr). In this couplet, 
exactly the opposite is pronouneyd 7 to be th^i£ase: any who fail to 
bind their heart tothe knopprj tjm (Christian gloved’s cincture are 
no longer deemedy^eople of faith” ('ehfi irnan), \mt are considered 
to have gone astraydjom the lovet’/path. It shotjld be kept in mind, 
as stated above, that-idl of thyse are figurative-tieopes used within the 
system of Sufi though! 

4. He who was killed by thedngfy glance of his love is given life by 
his loves lips. That lifegiver’s path is surely the faith of Jesus. 

Jesus resurrects the dead with his miraculous breath. The 
indignant glance of the beloved, like Moses’ glance, kills lovers with 
its heart-piercing arrows and sharp swords, while the promise of 
union or of a kiss that comes from the beloved’s lips gives life back, 
resurrecting the dead souls of lovers. 

5. Avni, do not expect that idol to submit to you. You are Istanbul’s 
ruler, but that idol rules Galata. 

In Avni’s poetry, we encounter two place names that are used as 
aesthetic devices: one is Istanbul, and the other is Kalata (Galata). 
Istanbul is the true city, the location of the palace and the residence 
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of this powerful poet-sultan. Galata, on the other hand, is where 
the non-Muslims live, the name of a district to which Muslims do 
not often go. As Galata was populated mainly by Christians, it was 
also referred to as “the land of the Franks” (Frengistdn ), as “Frank” 
was a common metonym for “Christian” or “European Christian”. 
In Avni’s view, those who saw Galata with its houri-like beauties 
would no longer give their hearts to the Muslim paradise of Firdaws, 
nor would they any longer remember the fine cypresses of paradise, 
having seen the flirtatious swaying of the cypress-statured beauties 
of “the land of the Franks” ( cf. #60/1). In the couplet above, the 
poet compares Galata, over which ^the beloved rules, with Istanbul, 
of which he himself is th€ ruler, ie^in^ Galata as superior, he realizes 


that the sultan of Galata will iyever subThit to him, the sultan of 
inferior Istanbul. , , /— 


/ J 'ii r' ( x 


■ 















IS' 

1. Eger meyl itmese naza guzeller 
Goniil aldurmaz idi ehl-i diller 


2. Dehanunun beyam muhtasardur 
Mutaweldiir sa^unda njuht^sarlar 


rJ 


3. Harami gamzen ii tarrar zdlfiin ^ 

Goniil $ehrinde/ bilmeyi ne/aradar 


/ / y / / 


I ' / 

4. Seniin vaslun-^ietai can^egerrrrf^ 
i§idiiriiz gorenjjsr $oyle dirler 

t-y y / A; 

5. Dile ziilfunde gamzendG^ifijifr/^ / 
Gice i^inde korhulu haberler 


lGI 




6. Kalur ayakda ziilfiine uyanlar 
Sayun sevda iden ba$dan yikarlar 

7. Giil-i diinyada yokdur buy-i rahat 
Heman ‘Avni iri§iir derd-i serler 


1 (15). AE /5b. 
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15. §iiR 


1. Eger guzeller nazlanmaya meyilli olmasalardi, a$iklar goniiLlerini 
(bunlara) asla kaptirmazlardi. 

2. (Ey sevgili;) senin agzinm dzelligini anlatma i§i gok kisadir. 
Ancak sagmin kisaca anbztimi biLe uzun uzadiya suriip gider. 

§aire gore sevgilinin agzinm (dil(jaklannin) ozelliklerini anlatma 
i§i ‘kisa’ sozciigii ile tan 1 mjanSbilir. Xj/yAki) onun agzi nokta’ kadar 
kiigiiktiir ve adeta yok’ hiiluniin-dedir. Sevgilinin sa^ini anlatmak ise 
uzun uzadiya suriipgidecek'bir r^tir-X^iinkii drdar, topuklara kadar 
uzun ve anlatilamayicak kacjab gji^eldin ^ 

Beyitte gecen ■y Muhtasdr" (jhti'sar edihrdy kisaltilmi?) ve 
“MutavveE (tatvil edilmi?, lyzatijlmij), kelimofcri ile dudak ve sacin 
niteliklerini belirten fttgat anlaml^rinifdcjj$inda, tevriye yolu ile de, 
ewelce medreselerde oktim Up-ydiajJ ^dcbiydtina ait iki kitaba i$aret 
edilmektedir. 


3■ Senin harami gamzen ileyankesici zuluflerin gonlumiin §ehrinde 
bilmem ki ne ariyorlar? 

Sevgilinin, elinde (kirpikten) oklar ve (hijimli ve edali keskin 
bakijtan) kiliclar ta^iyan harami gamzesi ile -uzun eliyle goniil ve 
can nakdini ^alan- yankesici ziAliiflerinin hayali a$igin goniil §ehrini 
ijgal etmijtir. 

§air (a$ik), sevgilinin gamzesi ile kalbinden ci km ay an saclarmin 
hayalini, goniil §ehrini yagma etmeye gelen haramilere ve 
yankesicilere benzetmektedir. Ancak a$ik, bu yagma ve talandan hie 
§ikayetci degildir. §ikayet ediyormu§ gibi sorulan soru, aslinda gizli 
bir memnuniyetin ifadesidir. 
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4. (Ey sevgili;) gorenlerden ifitiyoruz ki; senin vuslatinm metami 
elde etmek, can (nakdini) vermeye degermiy 

Sevgilinin vuslati o kadar degerli bir metadir ki, amildar onu 
ancak can nakiderini vermek sureti ile elde edebilirler. 


5. Zulfiin(un karanhgin)da gonlume hi$imh yan bakifindan 
geceleyin korkulu haberler geliyor. 

Metinde, birinci misradaki “ ziilf il e“gamze” ve ikinci misradaki 
“gece” ile “ korkulu haber” arasinda diizenli leffiinejir vardir. Beyitte 
goniil, jehre; ziiliif -koyu siyahligi dolayisiyla- geceye ve gamze de, 
fehri yagma etmeye gelen harami^lere benzetilmi§tir. G6niil-§ehir, 
ziiliif-gece ve gamze-haraini jnu^fergkLbenzetmesi ile ilgili olarak 
ayrica 15. fiirin 3. beyti ile 23- §iijan 5. beytinin izahlarina bakilabilir. 


6. (Ey sevgili;) sefijn zulfiEne uyantar,mn yalda garip ve avare bir 
halde kalirlar. Safim, sevda edirierder de baflan $ikar (yollanm §a$mr, 
nihayet akillanndap-ve ba^Lardidaniolurlar). Z) 


Metindeki “kalifroyakda”^ ozijl biryleyimdio Tamklan ile Tarama 
Sozliigu ne gore “ayakta [■ kaln>ak”yd ji dlepletemeyip yarida kalmak; 
“ayakta komak” ise; garif^ vt: /irvaye bir, $ekilc(e meydanda birakmak 
anlaminda kullandmaktadxr. 1 


Z Ey Avni; diinya dedigin /« guliin kokusunda (hig) rahathk ve 
huzur yoktur. (Onu bir nefesgik koklayanlara) hemencecik bag agnlan 
yetifiverir. 

Yogun aromali ve keskin rayihali ciceklerin koklanmasi ba§ 
agnsina neden olur. §air, giile benzettigi diinyaya baglanmanin 
insanin ba$ina dertler agacagmi soyliiyor. 


1 Bkz. Tamklart ile Tarama Sozlugii , c.III, s.50 ve c.IV, s.55. 
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1. If beauties were not so fond of flirting, lovers would not get 
ensnared. 

2. My love, describingyour mouth is short work, but even a summary 
of your hair must be Long. 

The poet states that the work pf describing the qualities of the 
beloved’s mouth, or lips, J.s ^hort + ’; jifis' ; is because the beloved’s 
mouth is ideally imagined as sc/small as to bty almost invisible. As 
for describing the beloved’s hair, mams a taskdhat requires prolixity; 
this is because the idjsal belojxfd ykaip^rows asTar down as the heels 
and is indescribablybeautiful/ I ( / y-j 


With the words rmthtasarf’dbfi dgy d; smalldshort”) and mutavvel 
(“extended; tall, lengthy”), tjre poet jf qbt only referring to the 
qualities of the mouth druLf/ho, Ijiair^espedtively, but also making 
use of a double meaning ( tevriyej : al-Muhtasar is the name of Sa‘d 
ad-Dln at-Taftazani’s shorter commentary on al-Qazwini’s Telhis 
(“Summary”), while al-Mutawwal is the name of at-Taftazani’s 
longer commentary on the same work; both are works of instruction 
in rhetoric, and were used in madrasa education. 

3- Your glance is a brigand and your locks, pickpockets. What they’re 
looking for in the city of my heart, I don’t know. 

The beloved’s “brigand glance” ( harami gamze), with eyelash 
arrows and swords of anger and flirtation, and “pickpocket hair” 
(tarrar ziilfi, which steals the heart and soul, have occupied the city 
of the lover’s heart. 
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In this couplet, the poet compares the beloved’s glance and his 
perpetual thought of the lover’s hair to brigands and pickpockets 
come to plunder the city of his heart. The lover, however, does not 
complain of such pillage and plunder: the implied question in the 
couplet’s second hemistich - however like a complaint it may seem - 
is in fact a veiled expression of happiness. 


4. My love, the merchandise of union with you is worth life itself. 
Those who have seen it have told us so. 

Union with the beloved is such valuable merchandise that only 
by paying for it with their lives can lovers expect to come into 
possession of it. r ]' j r 

5. In your dark locks at night comes chilling news brought to my 

heart by your angry glance. / / / 

The words “locks” ( zujf) aricl /'glance” \gamze) in the first 
hemistich are in a relationship of systematic parallelism ( leffii neft 
with the words “nigpt” igice) andj Ichilling now/;” ( korhidu haber) in 
the second hemistich:^cprk) \yxkif papdllcls “night”, while “(angry) 
glance” parallels “chilhhg'neys”. TheTqyecsTieart is compared to a 
city, the beloved’s hair - owing to itsTlackness - to the night, and the 
beloved’s glance to robbers come to plunder the city at night. These 
are extensions of the comparisons used in the previous couplet, and 
they are expanded upon in the following couplet as well. 


6. My love, whoever hews to your locks is a lonely vagabond stranded 
on the road, and whoever lusts after your hair is led astray into madness. 

The phrase kalur ayakda - here translated as “stranded” - is an 
idiom: it literally means “to be left standing” ( ayakta kalmak), and 
refers to leaving unfinished a piece of work with which one is unable 
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to proceed; the related idiom “to be tossed out standing” (ayakta 
komak ) means to be left without shelter when one is in poverty and/ 
or in a state of confusion. 1 

7. Avni, from the rose of this world wafts no soothing scent, for just 
one sniff makes the head ache. 

Smelling flowers with an especially heady fragrance was thought 
to lead to headaches. In this couplet, the poet is saying that binding 
oneself to this world - here likened to a rose - will only cause trouble. 



1 v. Tamklan ile Tarama Sozliigu, Vol. Ill, p. 50; Vol. IV, p. 55. 
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1. Diir di$iin fikri goziim ya$im umman eyler 
La‘l-i nabun hevesi yiiregiimi kan eyler 

2. Yarim agiz kime bendem dise ol $ah-i cemal 
Sanasan am biitiin alerpe sujtan eyler 

/ £j 

3. ‘I$k derdine $ifa olmaz ise'fcammda / 
Nu$-daru-yi lebiin anj/da derman eyler ~ 

^7 ////'/ 


4. Mest 


i ' / 

<pkmi$ mpje tigi-y^ile Islam ehli --j 
rieded kojnanuz ol kalflri kim katrj^yler 


Hey meded kpinanuz ol kajflri kim katyf) 

5. Geydiiriir camna z^vLjd^^fajl^jilteldrin 
Her kim ol sim-teni bir gice ‘iiryan eyler 


6. Gah la‘li gibi goziim ya$mi al eyler 
Gah ziilfi gibi haliimi peri$an eyler 

7. ‘Avniya yiiziine suret goziiniin ya$i viriir 
Kun baga $erefi lale-i numan eyler 


1 (16). AE /6a. 
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i 6 . §iiR 

1. (Ey sevgili;) inci dialer in in hasreti, gozlerimin ya$im umman 
haline getirir. Saf yakuta benzeyen (kirmizi) dudagmin hevesi de 
yuregimi kan eyler. 

Kiymetli bir miicevher olan inci, engin denizlerin ve ulu 
irmaklarm derinliklerinden cikarilip kirmizi renkli yaknt ise, maden 
yatagindan elde edilir. EEsaijeye-g-d^lai (yakut) madeni yerden 
beyaz renkte gikarmi§. Sonra burnt kanh'taze cigere batirip giine§e 
koyarak kizartirlarmi^. 1 Beykte iricfnin ve lalirrcide edilif leri ile ilgili 
bilgi ve inamjlara tejfriih va vd/Kay? -spZciigii iCPmiicevherlerin elde 
edildigi ocak anlamiindaki Far^ga “k;up/kelimesy arasindaki imla ve 
ses benzerligine dexSkkat edilme idir. - 

r \-t 

' ■ / / / ^ 

2. Ogiizellikpadifthi^kimegyarpn a^z/Kulum!”dese; samrsin ki, 
onu biitiin aleme sultarTetfniftjr^ ( - ,y 

Yani o giizellik sultanmin yarrm agiz bile olsa “Kulum, kolem!” 
hitabina mazhar olan kifi, kendisini biitiin alemin sultam yerine 
koyacak gibi olur. 

3. A$k derdinin pfasi varsm kanunda bile bulunmasin, (ne f ikar)?.. 
Senin dudagmin panzehiri ona da derman oluverir. 

Bu beyitte ge^en “ kanun ” sozciigii tevriyeli olarak kullamlmijtir. 
“ Kanun” \m beyitteki ilk anlami Ibn-i Sina’mn eski hekimlige dair 
olan me§hur eseri Kanun fi't-Tib’ dir. Bu anlama gore beyit §oyle 
nesre cevrilmelidir: 


1 Ahmet Talat Onay, Eski Turk Edebiyatmda Mazmunlar , s.273. 
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“A§k derdinin pfasi Kanun adli tip kitabinda bulunmasa bile, senin 
dudaginin ilaci (§arabt) o derdin de dermam oluverir. ” 

YaJmz metinde gecen “mq-daru” ya da dikkat etmek 
gerekmektedir. “ Ni'q-ddru”, zehirlenmeye ve bazi hastaJiklara kar§i 
kullanilan macun, panzehir, ilac anlamina geliyorsa da; §arap ve 
afyon kar§iliginda da kullanilmaktadir. Bu bilgiler goz oniinde 
bulunduruldugu takdirde beyitten, eskiden, kara sevda (melankoli) 
da denilen a$k hastaligim tedavi etmek fyin, ila«f niyetine afyon 
kullamldigi sonucuna varilabilir. 

“Kdnun” sozciigii beyitte ikinci olarak da, Farabi tarafindan icat 
edildigi soylenilen, bir kdjesi kestk pikdortgen §eklinde ve dizler 
iizerinde parmaklarla cjalindJi mejljur niusfld aletine i§aret etmektedir. 
“KAnuri’ un bu anlami ile beyit ju^kilde nesfyccvrilmelidir: 

“A§k derdinin fi^asi kanu^yddij/niu^ik aletirtde olmasa bile, senin 
dudaginin ilaci (yard senin agynndan $pkan hof-nagmeler) o derde de 
derman buluverir. ,r ^ ' 

''fy / / / 

Bu sefer, beyitten/yukarifya b^hsi/g^jen a$k hastaligim (kara 
sevda veya melankoliT/iyil^ftirmetk^i^n/kanun 9 alindigi, yani 
bu tiir hastalarin musiki ile tedavlsi cihetine gidildigi sonucunu 
cpkarmak gerekmektedir. Nitekim Nev’i’nin a$agidaki beyti bunu 
dogrulamakta ve Osmanlilarda melankoli hastalarmin kanun sesi ile 
tedavi edilmeye (jalijildigi ger^egini a^ikca gostermektedir: 

Mihr ile dem-saz olup ge 9 dik gurur-i cahdan 

Hasta-i ‘i§kuz bize kanun ile timar olur 

“Kanun” a musiki aleti manasi verildigi takdirde; dudak ilaci, dudak 
panzehiri, dudak §arabi anlamlarma gelen “nuj-daru-yi leb” den kasun, 
sevgilinin agzindan 9 ikan ho§ bir soz, fyigi adeta yeniden cana getiren 
bir vuslat vaadi yahut da kanun e§liginde §arki soyleyen sevgilinin 
dudaklarindan 9 ikan ho$ nagmeler oldugu diijiinulebilir. 
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4. O (simsiyah) kafir (goz, naz ve ip 1 ?) sarhopi olmu§ halde, elinde 
kirpikten oklarla meydana gikmiy.. Ey MiisLumanlar; aman, aman, 
sakin onu birakmaym! Yoksa gok kart dokecek! 

Goz; siyahligi, zalimligi, kan dokiiciilugu ve a$igin goniil ulkesini 
taian etmesi gibi sebeplerle kafir olarak nitelendirilir. Bu kafir goz, 
naz ve i§ve sarhoju olmu§; kanli kirpiklerden kilicini da eline alarak 
meydana cikmi^tir. 

5. O giimug tenli sei’giliyi birgeceligine de olsa soyup bedenine saran 
kifi, camna zevk ve safia elbisesini giydirmig gibi olur. 


6. (O sevgili) bazen, gdzjimdep^la,L dudaklari gibi kanli yaglar 

vil 


dokturur; bazen de h&Lirdi zulfik gibrrperjfan^ darmadagmik eder. 

7. Ey Avni; gelincik gigeklerinipklipknru bafigelere guzellik ve gerefi 
kattigi gibi, gozleruifien akdri (EanliJ ypglar dcp senin yuzune suret 
vermektedir. 


§air, a$k yiiziinden sarimp 


so 1 m yiiziitjti kurumu? baga; 


gozlerinden akan kanbyaylap dajbaglpxm kenafpinda biten ve “Lale-i 
nu'rnan, jakayik, jaka^nkf-i n u/ti apiye’^/de^d c ne n kizd renkli gelincik 
tpgeklerine benzetmektedir. _Jyj r '' r y 
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1. My love, longing for the pearls of your teeth makes an ocean of 
my tears. Desire for the pure garnet of your ruby lips fills my heart with 
blood. 

The pearl is a valuable jewel that is removed from the depths of 
the sea, while the red garnet is obtained from areas rich in mineral 
deposits. According to tfaditipnC rJie ^arnet is white in color when 
first removed from the groundpthen, irwould be dipped in the 
fresh blood of a liver and laid "bdr under th^-sun, after which it 

-W S'' 

would become redTjln this opuplpt, aljbsion isdnade to the manner 
by which pearls and garnctsare obtaiped, as wj:ll as to the beliefs 
surrounding themTThe homography and Sdmophony between 


the word kan (“blocfd^) and/theTcrsian wordAbt, meaning “mine, 
quarry”, should also beriotedT / / C, 

/ -Jy y 

2. To whomever that sultan of beauty halfheartedly mutters "My 
slave!”, you would think he had been made lord of the wide world. 

Anyone who is the recipient of the sultan of beauty’s - that is, 
the beloved’s - address “My slave!”, even if that address is made 
somewhat reluctantly, is so pleased that he feels as if he has been 
made sultan of the entire world. 

3- If the qdniin cannot remedy the pain ofloi’e, what of it? For the 
antidote of your Lips will bring the cure quick. 

The word qdniin is used here with a double meaning, a rhetorical 
device known as tevriye. The first meaning is effectively shorthand for 
Ibn Sina (Avicenna)’s famed work of medicine, the Qdniin ft al-Tib. 

1 Ahmet Talat Onay, Eski Tiirk Edebiyatmda Mazmunlar , p. 273. 
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Using this meaning, the couplet can be read as follows: “If the cure for 
the pain of love cannot be found in Ibn Sina’s Qanun , the antidote of 
your lips will bring the cure quick.” 

The phrase nu$-daru - here translated as “antidote” - must also 
be taken into consideration. Though nu$-daru literally means a 
treacle-like substance used as an antidote or medicine for poisoning 
and certain illnesses, it was also used to refer to wine and opium. 
Considering this, it can be surmised that, in the past, opium was 
used med icinally as a treatment for the melancholia of love. 

The second meaning of qanun in this couplet is the stringed 
musical instrument called'the q^nil’n, /which is rested on the player’s 
lap and has its strings pludked. Insofar as'the qanun resembles the 
zither, the couplet might then be/tfanslated ^sffollows: “If the cure 
for the pain of lovecannot iymg^ twi th theS zither, the antidote 
of (sweet music from) your lips will bring the cure quick.” 

— / f / T) 

From this, it cab be surmised that one~rriethod used in the 
treatment of the mtdyncheflia Tl I6ve, and "similar illnesses was 
listening to music played/m die inept is in fact known that 

among the Ottomans this WsThckecFtfie case. This can be seen in 
the following couplet by the poet NevT 

Harmonizing with love we lost our true rank 

Were lovesick — only the qanun can cure us 

Mihr ile dem-saz olup gegdik gurur-i cahdan 

Hasta-i 'qkuz bize kdnun ile timdr olur 

Taking into account the kanun as a musical instrument, the 
signification of the construction “the antidote of [your] lips” ( nu^-ddru- 
yi led) could be either the sweetly phrased promise of union issuing 
from the beloveds lips that revives the lover, or the pleasant melodies 
issuing from the beloveds mouth and accompanied by the qanun 
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4. That dark, drunken infidel has emerged with the sword of lashes 
to hand. Muslims! Do not let that infidel go, or there will he blood! 

The eye is described as an infidel {kafir) in terms of its darkness, 
its cruelty, its spilling of blood, and its pillaging of the heart of the 
lover. This infidel eye is drunk with flirtation, and has now come 
out into the open bearing the blood-stained sword of its lashes. 

5. Whoever undresses that silver skin just one night wears on his soul 
the robe of pleasure and delight. 

6. Now my eyes cry tears as blood-red as the garnet of my Love’s lips, 
and now my soul is as disheveled as ijiy love’s hair. 

c ^ N— \s 

7. Avni, your tears of blood bring Jffefo your face, as the poppy 

brings glory to the barren garden. X j- 

The poet here dike ns thy Loyer’s^pafe face^jo a barren garden, 
while the bloody te^rs pouring fromrthe lovefs 'eyes are likened to 
red poppies or peonies bloorrfmgl aft the edge of that garden. 


edge of jhat garden. 


/ / 
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1. Her kaqan seyr ide baga ol giil-i rana geliir 
Na‘ra-i bulbulle bagun bajina gavga geliir 


2. Seyr-i giilzar eylese serv-i revanlarla nigar 
Rasti bu kadd(i) anun qiimlqden a‘la geliir 

s' ry 

3. Fitnesiyle gozleriiniin gonlurae gavga dii§er 

Ziilf-i ‘anber-barun ileA>a$kma/sevda geliir 

////?/ 


l / / ^ 

4. Goz dikiip netgis yola ?un$all durmi§ muntazir 
Seyr-i baga guyiya ol gozleji Ijehla geliir^ 

5. Atej-i gam yakmasa taiYgji|yd<^diirff§ehrini 
Gozleriimden gonliim iistine iki derya geliir 


6. Bu melahat bu letafet kim nigara sende var 
Her niqe akil varursa kuyuna §eyda geliir 

7. La 1-i can-bahjiyle ‘u§§aka hitab itse nigar 
Miirdeler iizre sanasan Hazret-i ‘Isa geliir 

8. La‘l-i nabi yadina hun-i ciger nu§ eylemek 
Kime diijvar ise ey ‘Avni bana helva geliir 


1 (17). AE /6b. 
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17. §iiR 

1. O gdz ahci giil (gibigiizelolan sevgili), nezaman bagda dola§maya 
gelse, bulbullerin narasi yuzunden bagin iistiinde bir karga^ahk, bir 
giiriiltii kopar. 

Sevgili, alimli bir giil gibi bah^eye seyre gelmi§ ve onu goren 
a$iklari ise dort bir taraftan feryat ( figan etmeye ba$lami§lardir. Bu 
durum, bahar mevsiminde agjtn-Jgiilie/e^arji a§k jarkilari soyleyerek 
naralar atan bulbullerin dall^r iizerindeki aci aci otiijlerini 
hatirlatmaktadir. '/ F~ 


2. O (put gibi pdimli ) se^gih/yurMyen serviye benzeyen giizellerle 
giil babgesinde gezinsrp dogrust/bu \k^, omtn boyttEepsinden daha iistiin 
goriinur. 


/ / 


r -0 


3■ (Ey sevgili;) semn(siyal/ ve/^olddn kanci) gozlerinin fitnesi, 
benim gonliime karga^alik djud)r'uri'iiniber' kokulu (siyah, parlak) 
ziiliiflerin yuzunden de kara sevdaya tutulurum. 

Divan §iirinde sevgilinin simsiyah gozleri, zuliim, kiifiir, 
karga$alik ve eziyete sebep oldugu icin “fitne” olarak nitelendirilir. 
Ayrica beyitte gecen ve Arapca “esved”in miiennesi olan “ sevda ” 
kelimesinin a$k, sevgi, istek, dayamlmaz arzu anlamlarimn dijinda 
90 k kara, 90 k siyah anlamimn da bulundugunu, bunun ise sevgilinin 
sa 9 lanm hatirlattigim unutmamak gerekir. 

4. Nergis, gdziinii yollara dikmig pm$ir agaci ise emre hazir 
bekliyor... Galiba 0 §ehla gozlii (giizel) sevgili, bag seyrinegelmekte. 

Divan jiirinde nergis 9 i 9 egi §ekil yoniinden goze benzetilir ve 
sevgilinin gelecegi yollara goziinii dikmiy onu hasretle bekleyen 








Diwdn of Sultan Mehmed II with Commentary - 17 


insan gibi dujuniilur. §im§ad (§im§ir agaci) da bag ve bal^elerin 
kenarina siis bitkisi olarak siralar halinde dikilen ve yaz-kij ye§il 
yapraklari dokiilmeyen bodur bir agactir. §air, bag seyrine qrkan 
sevgiliyi padijaha benzetmektedir. §ekil olarak goze benzeyen 
nergis, o padijahin yolunu gozleyen insanlar (yahut her tarafi 
gozetleyen muhafizlar); bagin kenarinda sira sira duran §im§ir agaci 
ise, padijaha hizmet i^in el perye divan duran saltanat gorevlileridir. 

5. Gam atefi vucudumun §ehrini yakmiyorsa buna $a§ihr mi? 
(Qunku) gozlerimden, gonlumun uzerine iki ulu irmak akiyor. 

§air, ajigin bedenini §ehre; a$k yiiziinden cektigi acilan (gam) da 
ate§e benzetmektedir. Ggrfi ate^ijbedepi^sarmij; ancak yakamami§tir. 
(^iinkii ajigin gozlerindetG^ikan, ya§lir iki ulu irmak (derya) gibi 
jehrin uzerine alum? ve bu yangnp^ondiirmii^ur. 

6. Ey sevgili; settle bu gtpteltijd ve/du tatlfk varken, mahallene 
akilh olarak gelenler(Mecnun^ibi) 'rilgtn bir hctkkgen donerler. 

P 

7. O put gibi giizeb sevgili : pantty canjzatan Idljdudaklan ile d§iklara 

hitap etse; samrsm ki, 4i if. tsa/mu/izeytpefesi ile hayat vermek iyin) 
oliilerin uzerinegeliyor. / ^f%j | ^ 

Hz. Isa, bir mucize olarak nefesi ile oliileri diriltmi§; elinin 
temasi ile de hastalara $ifa vermijtir. Divan jiirinde sevgili, vuslat 
vaadinde bulunmasi veya agzindan cikan giizel sozler sebebi ile Hz. 
Isa’ya benzedlmekte; sevgilinin dudaklarmdan <pkan Limit verici bu 
sozlerle adeta yeniden hayata donen amildar da Hz. Isa’nin dirilttigi 
oliiler gibi diijiiniilmektedir. 

8. Ey Avni;(sevgilinin) saf yakuta benzeyen (kipkirmizi) 
dudaklarmm hasretiyle, (kendi) cigerinin kamni icmek kime zor gelirse 
gelsin; (dogrusu) bana helva (gibi tatlt) geliyor. 

Beyitte lal (yakut) isimli miicevherin ciger kanina batirilarak 
kirmizi rengini kazandigina dair inani§a telmih var. Bu konu ile ilgili 
olarak 16. §iirin 1. beytinin qeviri ve acpklamasina bakilabilir. 
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17 


1. Whenever that lovely rose comes to stroll through the garden, the 
nightingales’ shouts wreak havoc in the garden. 

Here figured as an attractive rose, the beloved has come for a walk 
in the garden, and the appearance of the beloved causes lovers on all 
sides to scream and wail. This is reminiscent of the poignant song of 
nightingales, perched onrhranehes-Jmd crying out their songs of love 

1 I |i . ^ . . . ('i 

to the newly blooming roses in springtime. 

A 

2. If that idol dances to stvay through, the garden with cypress-tall 
beauties, truly thatje&ol’s stature exceed/ 1 hem all._ 

~\ / \ { / pyj 

3. My love, the strife brought by your black eyes upheaves my heart, 
and the ambergris seedf of you/ slew, dark locks' throws me into despair. 

In classical OttomarLjipetryf thdtdadc^ye^of the beloved ate often 
described by the word “strif Fflt^ep, ik ffiey are the cause of cruelty, 
blasphemy, turmoil, and suffering. Besides this, the word sevda - the 
feminine form of the Arabic word ’aswad (“black”; Turkish: esved) and 
here translated as “despair” - means not only “(unbearable) love or 
desire”, but also “very dark, jet black”, and is used as such in this 
couplet to complement the reference to the beloved’s hair. 

4. The daffodil has planted its eye on the road and the boxwood is 
awaiting orders. It seems that dark-eyed beauty will be coming for a 
stroll in the garden. 

Owing to its appearance, the daffodil or narcissus is likened to 
an eye in classical Ottoman poetry, and in this couplet is imagined 
as one whose gaze is longingly fixed on the path down which the 






Diwdn of Sultan Mehmed II with Commentary - 17 


beloved will be coming. The boxwood tree is a squat evergreen 
that is typically planted in rows along the edges of gardens as an 
ornamental. The poet here likens the beloved who is emerging for 
a stroll to the sultan; the daffodil, with its resemblance to an eye, 
represents either those who are watching the sultan’s passage or the 
guards who are carefully observing the sultan’s surroundings; and 
the boxwoods lined up along the edge of the garden are the imperial 
servants standing respectfully awaiting orders. 

5. Is it so odd if the fire ofsorroiv does not burn the city of my body? 
For from my eyes two great seas pour over my heart. 

Here, the poet likens, the' loverVbbdy to a cit Y and the pain he 
suffers from love to a fire.-The pain ofJqye has engulfed the body, 
but has not managed to actually burn it, as phe two great seas or 
rivers (derya) that are-the tear's flowing from tfieJover’s eyes have run 
over the city and ext^nguish^ebth^Tlatries. 7 

6. You idol! Withfiour greaCbeadty Cnd chanftfiany sane person who 
strays on your street tom.es bacj? as Jove-pnad as Mttjnun. 

7. If that idol shouujjtyen fiiose^lifefiidng/uby lips to speak to the 
lovers, you would think Jesus ifddjdriferVabove the dead. 

The miraculous breath of Jesus resurrected the dead, while his 
touch healed the sick. In classical Ottoman poetry, the beloved is 
often compared to Jesus owing to the sweet words or the promise 
of union that issue from the beloved’s mouth: with these hopeful 
words from the beloved’s lips, lovers - like the dead resurrected by 
Jesus - are effectively brought back to life. 

8. Avni, to drink down the blood of one’s own heart in longing for 
those pure garnet lips may be hardfor some, butfor me it is pure manna. 

In this couplet, there is an allusion to the belief that the garnet 
originally gains its red color by being dipped in the fresh blood of a 
liver. This belief is explained in more detail above, at #16, couplet 
1 (q.v.). 
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1. Bir $aha kul oldum ki cihan ana gedadur 
Bir maha dutuldum ki yiizi $ems-i duhadur 

2. Sevdigiim ise seni giinahum behey afet 
Oldiirme beni cevr ile kirn ‘lsk beladur 

/ js £j 

3. Ba$ iizre yir itsem yiridiir $ude-i aha / 
Hicran $ebi yarvijigine^-ah/niimadur ^ 

=j 77/ | 

4. ‘Ide yiiziin Kad,re sa^ufrolalliftejwh ~J 
Kadr ile bana {id hemin subh u mesadiK) 




Ahum felege irdi y^uih "dp .tch 'ejMn 
Haliime beniim $ahid olan - arz u semadur 


6. ‘Avni dile zulm eylediim ol dilberi sevdiim 
Cevr ile cefa bana ceza olsa sezadur 


7. Bir dilbere dii$iirdi beni gerdi$-i eflak 
Kim mah ii giine$ yiizi ziyasinda Siihadur 


1 (18). AE /6b. 
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is. §iiR 

1. Oyle bir padigaha kul kole oldum ki, biitiin cihan onun 
dilencisidir; oyle bir ay (yizlii)ye tutuldum ki, yiizii kugluk giinegi 
(gibi) ipl ifildir. 

“ Mah”, “ tutulmak ” ve “ferns” kelimeleri giine§ veya ay tutulmasim 
cagri^tirmaktadir. Ayrica §air “}ems-i duha” terkibi ile de Kur’an-i 
Kerim’in §ems suresi 1. ■'ayetijideki -“Ve'ipfemsi ve duhaha” ibaresine 
telmihte bulunuyor. / 


i ) 


2. Ey afet (gibi gMzjel sevgitim;) ege/seni sevmpkle giinah iflemif bile 
olsam, (bundan do lay i) beni jddiivtne!funku afk(zaten, ba§li bafina, 
dliimden beter) bir beladir / / Z4 

13■ (Atefli) ahlaflmm alyvim bayimin u'zeHnde tutsam yeridir; 
giinkii (o alev), ayrililzjgpcesir/de s/igiliyncyeyigme giderken yolumn 
aydinlatmaktadir. -I'd [ y 

§air, maksuda giden yolda sikinti ve eziyetlere katlanmadan, 
feryat ve figan etmeden neticeye ula$ilamayacagim soyliiyor. 

4. (Ey sevgili;) yiiziin bayrama, sag in da Kadir gecesine 
benzetildiginden bu yana biitiin sabahlar bana bayram, butun 
akgamlar da Kadir gecesi olmugtur. 

Biitiin sabahlar, a$iga sevgilinin parlak ve giizel yiiziinii 
hatirlattigi icin bayram sabahi; biitiin akjamlar ise onun siyah ve 
degerli saclarmi hatirlattigi icin Kadir gecesi gibidir. 

5. Ahim(in dumam) felege ulagti; gozyaflarim da biitiin diinyayi 
kapladi. Benim (zavalh) halime §ahit, yer ile goktiir. 







6. Ey Avni; (ben) gu gonlume acimayip o goniil aha guzeli sevdim. 
Bunun igin bana, eziyet ve cefa edilerek ceza verilse gok uygun olur. 

7- Felegin donugu beni oyle bir guzele agik etti ki, yiizunun 
aydinliginda ay ve giineg Siiha yildizi gibi (soniik) kahr. 

Felegin doniifii ile kastedilen talih ve kaderdir. Siiha ise, Biiyiikayi 
yildiz kiimesinin en kiiciik yildizidir. Kiigiikliigii ve zor secilen 
bir yildiz olmasi sebebi ile eskiden goziin uzaktan goriif giiciinii 
olcmede kullanihrmif. §air, sevgilisinin yiiziiniin parlakhgi yaninda 
ayin ve giinefin Siiha yildizi gibi soniik kaldigim soyliiyor. 
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1. I have enslaved myself to a sultan to whom the whole world begs; 
lam eclipsed by a moon whose face gleams like the midmorning sun. 

The words “moon” [mad), “eclipse” ( tutulmak, lit. “to be caught”), 
and “sun” (perns) are all associated with solar or lunar eclipses. There 
is also an allusion in this couplet tp the Qur’an 91:1 - “By the sun 
and his brightness” ( Walsh-shamsi adauiuhaha) - with the phrase 
$ems-i duha , here translated as “rpidmornfng sun”. 


2. My love, my calamity, ff I havefirmed injoving you, do not be 
cruel and kill me! dm- love is jdselfffcalamity worse, than death. 


3. I would do u0l to keep the fws of my sigBsjiround my head, for 
their light will light rffyjway tp my dove's door onthe night of separation. 

Here, the poet is sayinjjg-tha£ otTthe^lhtp one’s true destination, 
one must be willing to tolera:^ dif^ldufty'and torment and be willing 
to weep and wail. 

4. My love, your face is a eid, your hair like the Night ofQadr, and 
so for me ei’ery morning is a festival, every night a Night ofQadr. 

Every morning is a festival (‘ id) morning for the lover owing to 
the beloved’s bright and beautiful face, while every night reminds 
the lover of the beloved’s dark, precious hair and is thus like the 
Night of Qadr, the night on which the first verses of the Qur’an 
are believed to have been revealed to Muhammad and which is 
consequently the holiest night of the year for Muslims. 

5. The smoke of my sighs has reached the heavens and my tears have 
covered the earth: the world and the skies are witness to my suffering. 
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6. Avni, I have loved that heart-stealer and so tortured my heart. If 
torment and cruelty are my punishment, that is only fit. 


7- The fateful skies turned and gave me over to a heart-stealer whose 
face makes the sun and moon seem as pale as Alcor. 

The turning of the skies refers to fate and fortune. As for Alcor 
(.Siiha ), it is the smallest and dimmest star in the constellation 
Ursa Major (the Great Bear). Owing to its small size and its lack 
of brightness, it is difficult to see with the naked eye, and as such 
was used in the past as a measure of the strength of a person’s long- 
range vision. In this couplet, the poet is saying that the brilliance 
of the beloved’s face majtes the jsu^r afijl the moon literally pale in 
comparison. f 
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2. ‘Omr ge^diigi kiyamet kopdugi olur ‘iyan 
(^iin hiraman seyr idiip^ol k^met-i bala ge^er 

/ i/ 

3. Bir hararet var derun-i dilde zahm-i tigyna 
Gamzesi tigi eti§ince benikn bana ge^eFJ 


• 1 / ' , 

4. Cana hecrundyin^eri gegxligi ydtmez nn^tli kim 
Gamze tirini agars in ol dah) Icana geger:^ 

v x A / y , 

5. ‘Avni yiiziine giil u-gul^djji rpj^befizede 
Vakt-i giil bir aya varmaz ey giil-i ra‘na geger 


1 (19). AE /7a. 

2 Gazelin ilk (mada) beyd yazma metinde bulunmamaktadir. 
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19. §iiR 


2. O (serin gibi) uzun boylu sevgili sahna salina yiiriiyiip gittiginde, 
omriin ge^tigi ve kiyametin koptugu anla§diyor. 

Sevgili uzun ve diizgiin boyu ile salina salina gegip gittiginde 
hjiklar da omiirlerinin o^sevgilpii/t> pe§inde tukendigini ve adeta 
kiyametin koptugunu dujjintTrter “Kjhhej:” ile “kiyamet” arasinda 
if tikak (kokdejlik) ilifkisi vardir/ / ^ 

3- Gonliimun dettinunda (o/sevgtlmvd) kdictmn yarasina kar$i dyle 
hararet(li bir arzi$d\var ki; 'gaptzesinin/kilici l)dpa dokundugunda, 
camm (ruhum) bedpnime girmi} gibi olur. 2 Zj 

Problemli gibi gqrhnen -bu beyit/ kha.sik edebiyatin diifiince ve 
estetik diinyasina ait e nsfy umdnlaWn dogf u bir gozle tetkik edilmesi 
ve Avni’nin diger beyitlerrnfrt^clc/^ahftligine uygun bir bigimde 
bafvurulmasi halinde tam anlami ile goziime kavu§maktadir. 

Fatih’in fiirlerini nejreden Kemal Edip Unsel, bu beytin ikinci 
misraindan mana gikmadigim, bunun da istinsah hatasindan ileri 
geldigini belirtmif, metindeki “ beniim bana” kismimn “ beniimyana” 
jeklinde de okunabilecegini ifade etmijtir. 1 Ancak bu yargi dogru 
degildir. Problemli zannedilen kelimeler dikkatli bir jekilde tetkik 
edildigi ve Fatih’in §iirlerinin biitiinii goz oniinde bulunduruldugu 
takdirde gercek ortaya cikmaktadir. “Beniim bana” ibaresindeki ilk 
“ben” insan ruhunu (can); ikinci “ben” ise insan bedenini (ceset) 
anlatmaktadir. “Ben” sozciigii, kifilik ve nefs karjihgidir. Arapca 
olan “nefs” kelimesinin anlamlarindan birisi de “ruh ve can”dir. Yine 


1 Bkz. Kemal Edip Unsel, Fatih’in §iirleri, s.22. 
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Tiirkcc “ben” ve Arapca “nefs” sozcrikleri ruh ve earn anlatmanm 
yaninda, beden ve ceset anlamlarma da gelmektedir. 

Bu izahlar muvacehesinde denilmelidir ki; a§igin arzu ve ihtirasla 
bekledigi, sevgilinin gamze (edali, nazli ve hijimli yan baki§) 
kilicimn a^igin bedenine saplanip onda yara atpnasi, ruhun (canin) 
bedene donmesi (girmesi) gibidir. Bu beyitten sonra gelen 4. beyit 
de bunun bir kamtidir. Yine 10. §iirin 1. beyti de bu du§iinu§un a<jik 
bir gostergesidir: 


Ten-i bi-cana miijen han^eri kim cana geijer 
Hasta-i a$ka ecel §erbeti deripidp. ^ec^er 

"(Ey seigili); bentm carps iz t/edenime saplanan kirpiginin 
(hi} mill yan bakigmm) harden bahz/can gibi gekm (ptinku (agk dyle bir 
hastahktir ki); eceljepbeti, agkjyastayincydzig yertne geger. ” 

Daha onc£~de notlarjka izah ydildigi I 0 I 19 , ok, han 9 er 
gibi kesici aletler, sfiple (jelikle^drilcjlikleri ve ak^n su gibi parladiklan 
ic,'in su olarak nitelendprilir Ve ja?igin Kaspede yanan yiireginin atefini 
sondiirdiigu ifade edilif-j/ r f'/ 

Ayrica beyitte, hasret ile kurlyan ve §erha §erha olan topraga 
(ki, bu, a§igin yarali bedenidir), suyun (bu da, sevgilinin gamze 
kilicidir) ula$masi ile topragin yeniden hayata donii§une de ijarette 
bulunulmu§tur. 


4. (Ey sevgili;) ayrdigimn hangeri camma sapLandigi yetmiyor 
muydu ki, bir de gamzenin oklanm attyorsun; 0 da ruhuma igliyor? 

ikinci misradaki “canageger” ibaresi tevriyeli olarak kullamlmi§tir. 
Birinci anlami, beydn nesre cevirisinde de gosterildigi gibi “cana 
saplanmak, cana ijlemek”; ikinci anlami da,bir onceki dipnotta 
da belirtildigi iizere, “can yerine geemek, can (ruh) gibi bedene 
girmek”tir. 








5. Ey egsiz gill; Avni, giilu ve gill bahgesini senin yiizune nasil 
benzetsin ki, gill mevsimi bir ay a kalmaz gegiver ir! 

(^iceklerin en giizeli olan giiliin omrii bir aydir. Halbuki sevgilinin 
e$siz giizellikteki yiizii hicbir zaman solmaz, daima taze ve giizeldir. 
Bu sebeple, sevgilinin yiiziinu giile benzetmek haksizlik olur. 


S' \/ 


-j / '/\ rfK 

~i / / / / y s' ^ 

■I / \ / / 

I / i r / h 


S/>sS r 

S rti x 
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2. Life comes to an end and the Day of Judgment arrives whenever 
that statuesque cypress beauty strolls past swaying. 

When the beloved - whose stature ( kamet ) is straight and tall 
(bald) - passes by, lovers expire irppbrsuit, and thus imagine that the 
Day of Judgment (kiyametj has - comeydf ,«hou 1 d also be noted that 
there is a consciously employed 7 ^ tymological Relationship between 
the words kamet and/ kiyamet, 1 2 a^rherorical devjce known as Jtikdk 
(lit., “derivation, etjJnologypT ^ 


3- In the depths ffmy heart is s. 
of that beauty’s glan'cfthat, wjoen. 
soul in my body. / 


ci i a fervor to Ltdpierced by the sivord 
wat/sword jttsi glances me, I feel my 


soul in my body. / / / (^ 

Though this couplet haS'^prtliousl f been interpreted as faulty 
owing to an apparent problem of wording in its second hemistich, 
an effective solution to this problem can be reached through a 
detailed examination of some of the semantic aspects employed in 
the philosophy and aesthetics of Ottoman literature and through a 
proper consideration of certain other couplets of Avni’s. 

When Kemal Edip Unsel published his edition of Mehmed II’s 

1 The opening couplet of this ghazal is not found in the manuscript copy. 

2 Translators Note: Both kamet (c~»U) and kiydmet (o_°Li) are derived from 
the Arabic root q-y-m (j> ^ j) and are related to the act of standing; the 
former because ones full stature is revealed when one is in a standing posi¬ 
tion, the latter because it is believed that, on the Day of Reckoning, all of 
the dead will stand to be judged. 
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poetry, he stated that the second hemistich of this couplet had no 

sensible meaning due to a copyist’s error, and suggested that the 

words benum bana (lit. “my in my”) be read instead as beniim yana 

(“in my side”, giving the translation “when that sword just glances 

me in my side”). 1 However, tinsels reading is inaccurate. When such 

seemingly problematic words are carefully scrutinized, and when 

the whole of Mehmed II’s poetic output is taken into consideration, 

the facts of the matter become clearer: the first “I” (ben) in the 

sequence benum bana refers to the human soul, while the second 

“I” refers to the human body. The word “I” (ben) is equivalent to 

“an individuality” and to “soul” (nefi). The Arabic word nafs - read 

as nefs in Turkish - mea^ns, dmdn|j;oj/hei; things, “soul” or “spirit”. 

However, both the Turkish'word, dnd-the Arabic word nafs can 

/ J 
also be used to refer to the humarpbody. 

In the light ofLjjhis expertati^m^We can -read this couplet as 
follows: the sword that is the J?elcwed’s/£lance is. so fervently desired 
by the lover that, wh^n that sword pierces the loVer’s body and opens 
a wound, it is as if thy lovef’s soul has, returned to his body. The 
poem’s fourth couplet selves do confirm thiy reading. The opening 
couplet of #10 shows us precisely'the 4arne: 

The dagger of your lashes brings to this lifeless body life 

The ambrosia of death is the cure for this sickness of love 

Ten-i bi-cdna miijen harden kim cdna gefer 

Haste-i 'if a ecel §erbeti dermana gefer 

As explained above (v. #10/1; cf 12/4, 41/2, 63/2), cutting 
weapons such as swords, arrows, and daggers are often described in 
terms of water owing both to the use of water in their forging and 
sharpening and to their shining like water, with the cutting weapon 
of the beloved’s glance thus being described as able to extinguish the 

1 v. Kemal Edip Unsel, Fdtih’in §iirleri, p. 22. 
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fire of longing in the lover’s heart. 

Additionally, the couplet signifies how parched and pockmarked 
soil (that is, the lover’s body wounded with longing) is brought back 
to life or to fertility when sprinkled with water (that is, the sword of 
the lover’s glance). 

4. My love, wasn't it enough for the dagger of separation from you 
to be thrust into my soul? Now you are piercing my soul with the arrow 
of your glance! 

The predicate cana gefer - here translated as “piercing my soul” 
- in the second hemistich is J used with a double meaning ( tevriye ). 
The first of the meaning^ of thewerbaljfhnpe cana gepnek is the one 
used overtly in the translation;/thaj: is, To pierce or penetrate the 
soul”. The second ni^aning ys “tpTeplace the"soul” or “to enter the 
body like the soul’b-j 

5- My lovely roserjpow could Ami cfmpare thefrose or rosegarden to 
your face? For they dr<rnot lonjg, thf days ofroseslj 

The rose, considercd fhe mdst Jheaufiful r of flowers, has a lifespan 
of just one month. The incofhpaf ^blw Bf auty of the beloved’s face, 
however, never fades, but is always fresh and lovely. In this sense, it 
would be wrong to compare the beloved’s face to a rose. 







Fatih Divdm ve §erhi - 20. §iir 


20 


1 


1. Goziim den akan ya? midur kan midur 
Lebiin yadina la‘l ii mercan midur 


2 . 

3. 

4 . 

5. 


Goniilde ne var ise fa? itdi goz 
Seni sevdigiim ya‘ni pin,han pidur 

/ 

Goziim ile derya nice bahsbde 
Goziim gibi okgevherTefj&nmidur 


N 



Goniil izdirab4je oldi h^lak 
Gelen goriin oLafet-i can nnldur 

OyT / / 4 ' 

Dimi? ‘Avniye ben"cefa/Itjnfez^ 
Ana cevr iden yoksa devran midur 




4b 


1 (20). AE/7b. 
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20. §iiR 


1. (Ey sevgili;) gozumden bu akanlar ya§ midir, kan midir; yoksa 
(kipkirmizi) dudaklarmin gerefine (sagilan) yakut ve mercan midir 
(bilemiyorum). 

Padi§ahlarin ve yiiksek konuklarin gelijleri §erefine onlarin 
ayaklarinm altina kiymetli imdenlerin sacilmasi (saci sacma) adetine 
telmih var. Ajigin gozlefindejL dokiijkrydcanli gozya$lari, sevgilinin 
§erefine sacilan lal (yakut) ve mercan gibi'dii^iinulmuy 


2. Gozlerim, gonlpmde nd va/sa, dr toy a dokui’erdi. Artik bundan 
soma seni sevdigimjfisil gizli/Caladilii/Ki? : 

A§igin gozlerind^n akan 'ya^ajr, gizlemeye^alijtigi ajkini ele 


vermektedir. 




/ 




3■ Denizler ve ulu irdytklar go mm r ilenasjlyangsin?. Onlargoziim 
gibi, inci sagabiliyorlar mi? . ^ ' J 

4. Gonliim (,agkin ve hasretin) istirabi He heldk olupgitti... Hele bir 
bakin, bu gelen o can afeti midir, degil midir! 


5. (O sevgili), “Ben Avni’ye cefa ve eziyet etmiyorum ki! ” 
demekteymig... Yoksa ona cefa gektiren (sevgili degil de) felek midir? 

Bu beyti §oyle de nesre cevirebiliriz: “ (O sevgili) diyormug ki; 
“Ben Avni’ye cefa ve eziyet etmiyorum ki!.. Sakin, ona eziyet eden, felek 
olmasin?" 








20 


1. My love, is this tears or blood flowing from my eyes? Or are they 
garnets and coral poured out in honor of your ruby lips? 

In this couplet, there is an allusion to the custom of scattering 
precious stones and minerals beneath the feet of sultans and other 
high-ranking visitors as a show ofj respect. Here, the bloody tears 
shed by the lover are imagined 
beloved’s feet as a respectful tribpte. 


d coral strewn under the 




2. All that is in ntyj heart Fhave spitted, Can rny love for you remain 
secret now? 

The tears spilleddjy the loVer lje|rc serve to expose the love that he 
has been trying to Conceal. 




/ y 


CD 


3■ Just let the sea vie^tbflh my eyes! Canthp sea strew pearls like my 
eyes? ' ^O \_}S^ 

4. Anguish has slaughtered my heart and gone. Is that the destroyer 
of souls coming this way? 

5. My love said, "lam not hurting Avni!” So is it just fate, then, that 
tortures him? 
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1. Serv-kaddiin bendesidiir ey ni^e azadlar 
Kametiin efgendesidiir serv ile $im$adlar 

2. Ti$e-i nahunla ben kim eyleyem can-kenligi 
Kuh-i gamda bana §akifd olimaz Ferhadlar 

S' -S fj 

3. Cevriiniin virani olmi$dur / nige ma'murjar 
‘I$kunun ma'mnridur/ii^ediarab-abadlaF 


/ / / / ' 


4. Mihnetiinde ^m-demtfrndijir z£ri [vii 


Fiirkatiinde ra^hremumduf Inale vii fecy^dlar 

fK. / / /(', 

5. ‘I$ka dayandum bela viF JpihnjdEib'kfitmedurr 
Sanatinde gah olur aciz kalur iistadlar 


6. Bisiitun-i gamda efgan eylesem Ferhad-ve$ 
Rahm idiip ben zare geliir kuhdan feryadlar 

7. Me$rebi ayinesi olsa miikedder zevkden 
‘Avniya itmez miiride faide ir$adlar 


1 (21). AE/7b. 
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2i.$iiR 

1. (Ey sevgili); nice nice hiir insanlar senin servi boyunun tutsagi 
olmugtur. Servi ile gimgir agaci da senin (mevzun) boyunun karrisinda 
du§kun ve bigare bir hale gelmigtir. 

“Servi” ile “ azad’ kelimeleri “serv-i azad” tamlamasim akla 
getiriyor. “Serv-i azad”, 90 k uzayay diiz servi anlaminda sevgilinin 
boyu icin kullanilan bir ohecgzdinJ^vbagacimn meyvesi olmadigi 
igin, kimse onu ta$lamaz. Digep agaciar gibi yaprak dokiip ciplak 
kalmaz. Her agacin yaprak vy yi^d^ayip meyvtr^vererek bir giizelligi 
yahut sonbaharda ISTy'zevali dpr. -Syrvi^aci iseJkitiin bu kayitlardan 
ve gailelerden azadedir. Bu ^pbenle jgia “serv^i azad” (azat, hiir 
servi) denmijtir . 1 ^air kelimelerle oynayarak nice hiir insanlarin 
o sevgilinin “serv-iy|zad”a/benzeyen boyufra tutsak olduklarim; 
diizgiinliikleri ile $ohretjyapn4i$ sdfvi dgatyije $im§irin o sevgilinin 
boyunu gordiiklerinde 11 tanylayrid^nsyerc girecek hale geldiklerini 
ve bigare bir 5 ekilde sevgilinin dtijkiinii olduklarim soyliiyor. 

2. Ben tirnaklanmin kazmasi ile cammi (boyle) kazirken, gam 
dagmi delme iginde Ferhad (gibi usta mimar ve muhendisler) bana 
girak bile olamazlar! 

“Ferhad’, Ferhad ile §irin adh halk hikayesinin erkek 
kahramamdir. §irin’in a$ki ugruna Bisiitun dagmi kiiliink (kazma) 
ile delerek §ehre su (bir varyanta gore de siit) akmasim saglar. §air, 
a$igin, sinesinde yaralar actigi tirnaklan ile Ferhad’in daglari delmek 
icin kullandigi ti§e (kazma) arasinda benzerlik ilijkisi kuruyor. 


1 Ahmet Talat Onay, Eski Turk Edebiyattnda Mctzmunlar, s. 162-164 
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3■ (Goniilleri) mamur niceleri senin cevir ve eziyetlerinin viram 
olmu§; nice harabe h&lindeki (goniiller) de senin aykin tarafmdan 
mamur hale getirilmipir. 

A§k, aslinda a$igi gam ve lzdirapla perijan eden bir haldir. 
A§ik, i§te bu lzdirapli halden hojnuttur ve bu durumun devamim 
istemektedir. A$igin bu a$k garni ile viraneye d6nmu§ gonlii ona, 
mamur bir saray gibi gelir. Bu yiizden a$k, klasik edebiyatimizda 
mimara da benzetilmijtir. 18. yiizyilin biiyiik §airi §eyh Galib’in 
a§agidaki beyti bunun giizel bir ornegidir: 

Goniil bir beyt-i mamuru .safadir£§k mimari 

Yatur amma ki §imdi r ba|ka'barAr^a^ka ; divari 

4. (Ey sevgili;) senin (a§kminjy/ziyet, sikirdt-ve beta (meclisinde) 
arkadagim, sizlant^arimla ✓ /feryatlanhidir. ;'diAynligimn evinde 
mahremim (yakinifnj ise, inteyylerimte hzgkinkbir^m olmugtur. 

§air, sevgilinin afiklara $ektird gi eziyet, sikmti ve belayi (mihnet) 
bir meclise benzetmij^u mefclisre ajiginsizlariiflarim ve feryatlarmi, 
onun bu meclisteki dosdari, 4rka^fa$mr 61ajak tammlami§tir. Yine 
ondan ayn olu§u (fiirkat), a$t^iti tfeltb^ma oturdugu bir eve, odaya 
benzetmij; a§igin inleyijleri ve hickiriklarim da onun bu odadaki 
tek mahremi gibi diijunmujtur. Avm’nin buna benzer bir beyti de 
§oyledir: 

§oyle tenhadir bu mihnet-hane-i hicr i^re kim 

Gussa vii gamdir gelen her gece Avni yamna 1 

5. A§ka (fazla) bel baglayarak (gekecegim) belalan ve sikmtilan 
diijunemedim, ama (bunda mazurum). C^unku zaman zaman 
iistatlarin bile sanatlarmda acze dugtukleri olur. 

§air, a§ki sanata; a$igi da usta bir sanatkara benzetmektedir... 
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6. Gam Bisuturiunda Ferhadgibi aglayip inlesem; dag, bu zavalliya 
merhamet edipferyat ve figanlarla bana cevap verirdi. 

Daglik bolgede ses yankilanmasi hadisesi olur. §air bu olayi, 
dagin a$igin aglayip inlemelerine aciyarak feryada gelmesi gibi 
gostererek hiisniitalil yapiyor. Ferhad ve Bisiitun icin bu fiirin 2. 
beytinin izahina bakilabilir. 

7. Ey Avni; eger muridin megrebinin (buy, ahlak, mizag) aynasi 
zevk yuzunden pas tutarsa, ona irgatlar ve yol gostermeler asla fayda 
vermez. 

Tasawuf yoluna girip, Hakk’a jpden yola salik olan ki§i (miirit) 
diinya zevklerinden ve lezzetkxiiidfcn.dizak durmali ve Allah’in zikri 
ile gonliiniin aynasini parlak halygetirmefidir. Diinyaya ait zevklere, 
lezzetlere ve nimetlere baghjik, ^hurjdin mizzc ve ahlak (me§reb) 
aynasini paslandirac^k ve bupdarysop-fa onaartik hicbir ir§at kar 
etmeyecektir. 




/ ' 
/ 


7b 


/ 
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1. My love, so many of the free are slaves to your cypress body! And 
before that cypress body so many cypresses and boxwoods have fallen so 
low! 

The words “cypress” (serv) and “free” ( azdd) call to mind the phrase 
serv-i azad, which refers literally to a, very tall and straight cypress, and 
figuratively to the beloved’s tah^tfaij/hfxstature. As the cypress tree 
bears no fruit, no one can get at ip seeds; arso, unlike deciduous trees, 
it does not shed its leaves arjd sfahd^naked: Athcr trees either gain 
beauty by bearing flS^vers and^uit/orvvdne in beauty in the autumn. 
The cypress, however, is free ofyuch worries: this iy why it is called the 
“cypress free” {servAdtzad, cf #40/1). 1 In this couplet, the poet plays 
with words in such Tyvay as po say that manyTree people have fallen 
captive to the beautifuljjtypress freh” ofthe,beloved’s body, while the 
perfect form of that body ha/ gaiisyjd/th^ cypress and boxwood not 
only to fall passionately in love with that form, but also to bend low 
toward the ground in shame in comparison. 

2. The Ferhads of this world would never make it as my apprentice, 
so deep do I dig my nails into my soul! 

In the legend of Ferhad and Shirin, the male protagonist Ferhad, so 
as to win Shirins love, delves through the mountain of Behistun using 
only a pickax, thereby creating a channel providing water - or, according 
to another variant, milk - to the city. In this couplet, the poet compares 
the lovers nails - with which he tears wounds in his chest - to the pickax 
(the) used by Ferhad to delve through the mountain. 


1 Ahmet Talat Onay, op. cit., pp. 162—4. 
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3. Your cruelty has made ruins of many monuments; your love has 
made monuments of many ruins. 

Love is, in essence, a state that makes a wretch of the lover through 
the pain and suffering it causes. The lover, however, is content with 
this sorrowful state and even desires its continuation. This ruined 
state of the lover’s heart thus seems a veritable palace to the lover, 
and it is for this reason that love is often envisioned as an architect 
in classical Ottoman poetry (cf #33/2, #57/4, #65/1, #69/1). The 
following couplet by the great 1 S^'-century poet Shaykh Ghalib is a 
fine example of this: 


The heart’s a well-builtJaottse ctfeis^'and built by love 
But different are its walls, different its dome above 


Goniil bir beyt-i-rtia ‘mur fdafqdi/ffk mimtfn 


Yatur amma ki'Jtmdi bafa/ba. 


bqffa divart J 


4. My love, in thifgathering ofinisety, cries drld screams are my only 
friends. In this house ofj^Joarafion fronfy&u,igeeping and wailing are 
my only confidants. ^ 

In the first hemistich, the poet likens the torment, distress, and 
pain ( mihnet ) that the beloved wreaks on lovers to a gathering of 
friends, with the lover’s cries and screams identified as his friends. 
In the second hemistich, separation from the beloved (furkat) is 
envisioned as a house or room in which the lover lives alone, his 
only confidants being his own weeping and wailing. Avni also wrote 
another couplet similar to this one: 


It is so lonely here, separate in this house of torment 
To Avni’s side each night comes only grief, and only pain 
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]oyle tenhadir bu mihnet-hane-i hicr igre kim 

Gussa vii gamdir gelen her gece Avni yanma [v. #66/5] 

5. Trusting so much in love, I could not conceive its pains and 
sorrows. Yet I am not at fault: indeed, master craftsmen sometimes turn 
out shoddy work. 

Here, the poet likens love to an art or craft, and the lover to a 
master artist or craftsman. 

6. If I howl like Ferhad on this Behistun of pain, the merciful 
mountain will pity me and weep and wail in answer. 

Here, the poet uses therhetqfical yleyice of hiisn-i ta HI or poetic 
etiology, declaring that thtf mouptaiifTechoing of the lover’s cries 
are in fact the mountain’s owmpries, utteredlout of pity for the 
lover’s plight. The -allusion (p Fyrha^ and Behi$tun is explained in 
the second couplet^ejf this pdern/ 




7. Avni, if the mirror of the dfiple's character gets tarnished with 


pleasure, to show him Ipe right - pathJs dspless. 

The disciple {murtdyvAv^ entejrs^op the path of Sufism and 
thereby becomes a wayfarer toward God, who is the Real, must 
keep away from the pleasures and delights of the world, polishing 
the mirror of his heart through constant remembrance of God. 
Attachment to the pleasures, delights, and blessings of the world 
will tarnish the character and morals ( mepeb ) of the disciple, and 
consequently, it will be of no avail to try to show him the true path. 






Fatih Divam ve §erhi - 22. §iir 



•7 7 1 


1 . Sakiya mey vir ki bir gun lale-zar elden gider 
(^iin irer fasl-i hazan bag ii behar elden gider 


2. Her ni$e ziihd u salaha mail olur hatirum 
Gordiigiimce ol nigari ihtiyar elden gider 

/ ry 

3 . §oyle hak oldum ki ah itrrtegp havf eyleygoniil 

La-cerem bad-usaba ile - gubar elden gider 

////'/ 


.—j ' - / 

4. Girre olma dilbera hiisn ii be male kil ve® 1 


Baki kalmaz femseye nakj ulnigar eldenygider 

^ 0 / / r ’ 

Yar i<;iin agyar ile rfrerdfifiy peftgllFieirf gerek 
It gibi murdar rakib olmezse yar elden gider 


1 (22). AE /8a. AE. nushasinda bu gazelin sadece ilk u$ beyti mevcuttur. Ali 

Emiri, istinsah ettigi ve Fatih Millet Yazma Eser Kiitiiphanesi AE MNZ 
530da kayitli bulunan Avni Divant nushasinda gazelin 4. ve 5. beyitlerini 
Sehi Bey Tezkiresi’nden naklettigini belirtmektedir. Biz de gazeli bu son 
haliyle ne$re dahil ettik. 
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22. §iiR 

1. Ey saki; (firsat elde iken, hig durma, bize) garap sun! C^unku 
bir gun gelecek ve bu lale bahgesi kuruyup kalacak; sonbahar mevsimi 
erigtiginde gill bahgesi He gigekler de yok olup gidecekler. 

Beyit mecazi unsurlarla tezyin edilmi§tir. “Saki” ile felek; “ mey” 
ile a§k; “lalezar ’ ile omiir; “fasl-i ha^an” ile oliim ve “bagu behar” ile 
de hayatin ce§itli nimetkrTve_ / sevgi'h.a!nJatdrnak istenmijtir. 

2. Ne zaman akhma sofulul/p>e/din darli k jtkri diigse, o put gibi 
giizel sevgiliyi gordiupipmde bUtiin 'iradimkbir anda) elden gidiverir. 

Yani sevgili o dekdar gii^efdi/ki/insani kendine a$iri derecede 
baglanmaya, onu adeta bir |iut gifii kutsalla^ojtnaya yoneltmekte; 
bu da dindarhga ve'^sofulug^. ayljuri bir durunjun ortaya gikmasina 
sebep olmaktadir. 

3■ (Agk acilari ile) dylesine id^rakgiti yere serildim ki, goniilden bir 
ah gekmekten korkuyorum. Qunkii saba riizgdn esince tozun topragin 
ugugup elden gitmesi kagimlmazdir. 

§air, a$igin yiireginden cektigi ahlarr saba riizgarina; zayiflami§ 
ve neredeyse goriinmez hale gelmi§ bedenini de toza topraga 
benzetmektedir. A§ik ah etmekten cekinmektedir. C^iinkii zayifliktan 
dolayi, bu ahlarin, topraga benzeyen bedenini havaya savurup helak 
etmesinden korkmaktadir. 

4. Ey sevgili; gengligine ve guzelligine fazla guvenip de, sana agik 
olanlara vefasizhk etme! (Bil ki), resirn ve heykel cinsinden geyler, kimse 
igin ebedi degildir; (bir gun gelir) elden gidiverir. 
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Metinde gecen “nakf, resim, siis ve minyatiir gibi gercegin 
cizimle yapilmif tasvirleri icin kullanilir; “ nigar ’ ise, yine giizelligin 
veya giizel varliklarin resim ve heykel feklindeki tasvirlerine verilen 
addir. Her ikisi de genclik ve giizellik gibi gelip gecici ozellikler icin 
kullamlmiftir. Avni, genclik ve giizelligin nakiy siis, resim ve heykel 
gibi bir giin eskiyecegini, solacagim ve yerini kohnemif feylere 
birakacagim soyliiyor. 


5. Sevgilim igin rakiplerle kahramanca sava^mam gerekiyor. C^unku 
murdar rakip, eger kopek gibi oLmezse, yar elden u(up gidecek. 
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22 1 


1. Hey cupbearer, pour us some wine! For the day will come when 
this tulip garden withers and is gone, and when autumn comes the 
rosegarden and the spring will wither and be gone. 

This couplet is embellished with numerous tropes. The cupbearer 
(saki) represents fate; the wine (mey), love; the tulip garden ( lalezar ), 


life; autumn (fasl-i hazdrt) , deaths aryl ^the rose garden and spring 
{bag u bahar), both the beloved and lire’s Various blessings. 

y / / 

2. Whenever my~th oughts/turr/to piety ancfjaith, I see that lovely 
idol and my will withers and'i/gdt 'V 

The beloved is oFsuch beaufy tjhht the^lover gr$ws deeply attached 
and is compelled toTsgnctify his be)oved as if tfije latter were an idol, 
which is contrary to pyty ahd/aitlj as^ponceived in Islam. 

3- I am sprawled in me dadf r jifraid'jWevm sigh, since the morning 
breeze can rise, and with it, the dirt will be taken and gone. 

Here, the poet likens the lover’s sighs to the morning breeze and 
his exceedingly attenuated body to dirt and dust. The lover is wary 
of drawing a sigh out of fear that his wasted body will thereby be 
tossed into the air and scattered like dust. 


1 In the ae manuscript copy, only the first three couplets of this ghazal are 
included. In the manuscript of Avni’s collected poems copied by Ali Emiri 
and recorded as ae mnz 530, the copyist states that he has added the 4th 
and 5th couplets of this ghazal from the biography of poets composed by 
Sehi Bey (Sehi Bey Tezkiresi). I have also chosen to include the ghazal in 
this final and more complete form. 
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4. My love, be not proud andfaithless, trusting in beauty and youth: 
they are but the paintings and statues of a moment, and will one day 
wither and be gone. 

The word nak$ - here translated as “paintings” - is used to describe 
such objects as paintings, decorative works, and miniatures, while 
the word nigdr - here translated as “statues” - is used for paintings 
or sculptures of beauty or of beautiful beings. Both words are used 
to express the transitory qualities of youth and beauty. Thus, Avni 
is saying that youth and beauty will one day wither and age just like 
paintings, decorations, and statues, leaving only decrepit objects in 

their place. / 

r r T f t j |- 

5. For my love I must struggle bravelf^wfth others, for if that filthy 


Sr / / 


4LL soon 

/ 

beppone. 

/ 


/ 



/ 


/> 

< s 
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1. Bir $aha kulam kim kuli sultan-i cihandur 
Mihr-i ruhi $ems-i felege nur-fe$andur 

2. Katliime ya miijgam ya tiri sebeb olmu$ 
(^iin oldiiriser dr hemap tig hernandur 

/ ±/ 

3. Ziilfiin $eb-i Kadr oldi kajbfi/id hilali y 
Vaslun dem-wd oldi ftrakbn ramazandur 

3 /'// | 

4. Ol Yusuf-i hiisp urdi dde n(i/e-i4iecri ~J 


Canurru alan tiize degiil bejki sinandux^ 

‘Avni gozi Mahmbakdnfi bu kim 
Miilkin dahilar zabt ider ana nigerandur 


1 (23). AE /8a. 
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23. §iiR 

1. Ben dyle bir padi$aha tutulmufum ki; cihamn butun sultanlan 
ona kul kole olmu§tur. Gokyuzundeki giine$ de ipgim onun yanagindan 
almaktadir. 

2. Benim katlime (o sevgilinin) ya kirpigi ya da gamzesinin oku 

sebep oLmu§tur. (Zaten ) oldurynekis^ediginde (o zaLimin) kdici da, oku 
da yamnda hemen hazirdir.^ ~~Jjzf) 

§air sevgilinin kirpigini kilfcap gamzesinp de oka benzeterek 
diizensiz leffune§ir sanati yapmaktadtt. 

4 '/'/'/ 

3. (Ey sevgili); svyph saglarinjGadir gepesi oldnjjpapn bayram hilali. 
Vuslatin bayram gtipai; ayriligm ise Ramazan ayEiir. 

Sevgilinin zii 1 ii fl er> y si y ahli gi ve 90 k dpgerfi'^luju sebebi ile Kadir 
gecesine; ka$i, ince yay_$^kli dola^isi ile bajrpam hilaline; sevgiliden 
ayrili§ (firak), butun zevklerd^nzV^ Miftetlerden uzak durmaya sebep 
olan Ramazan ayina ve sevgili ile kavujma (visal) ise, geldigi zaman 
sevgililerle ve her tiirlii nimetle insanlan bulujturan bayrama te§bih 
edilmijtir. 

4. O giizellik Yusuf’u, gonliime ayriligm mizragim sapladi, ama 
cammi alan 0 mizrak degil, aslinda, (lakabi) Sinan (olan sevgilinin ta 
kendisi)dir. 

"Sinan", Yusuf Peygamber’in lakabidir ve erkek adi olarak 
kullamlmaktadir. Ayrica “sinan” sozciigiiniin mizrak, siingii anlami 
da bulunmaktadir. §airler bu durumu goz oniinde bulundurarak 
9 e§itli soz oyunlan yaparlar. Beyitte de bunun giizel bir ornegini 
gormekteyiz. §air "sinan" kelimesi ile adi Yusuf, lakabi Sinan olan 
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birini kastetmekte; kelimenin “mizrak” ve “siingii” anlamini da 
hatirlatarak tevriye (iham) yapmaktadir. 

5. Ey Avni; Mahmud (adli o goniiller) sultammn gozlerinin boyle 
(hiyimla ve kizgmlikla) baki§inm sebebi §udur: Ulkesini yabancilar 
hgal etmi§ de, onu seyrediyor. 

Beytin bu jerhini kitabimizm ilk baskisinda farkli bir §ekilde 
yapmi§ ve ozellikle burada geccn “dahilar” sozciigiinu “dahiler” 
§eklinde okunmasi gerektigini ifade ederek, bunun da “$ehri 
geceleyin talan eden haramiler” anlaminda kullamldigim yazmijtik. 

Kitabi ikinci baski icjin gozde^i ge^irirken bu beyit iizerinde 
tekrar durmak geregini''duydult Ve bUgun daha dogru olduguna 
inandigimiz bir §ekilde ve ilk bpskidakimlen olduk^a farkli olarak 
§erh ettik. Bu anlama ve $erh d^gf^ikliginde^vni’nin, bahsi ge 9 en 
beyitte §eyh Sadi-i' §irazi’nm Xfilistfri mda^ge^en bir hikayeye 
telmihte bulundugutiu tespitejdtl iipiz^tkili olcftj. 

Avni beyitte “ Mahmud§ehin gozii ”, “ miilk’^y*dahilar ”, “ niger&ri’ 
ibarelerini kullanmakta ve hoylelikl^ Syltan Gazneli Mahmud ile 
ilgili olarak Giilistarim- ')kinc\ hika^^sihde/Zikredilen bir rivayete 
telmih yapmaktadir. "\ v- ^ ^ 

Beyitte “Mahmud $eh” diye bahsedilen ki§i ise, Gazneli Mahmud 
olmayip, klasik edebiyatimizda platonik i^erikli a$k §iiri yazmaya 
vesile olarak se^ilen anonim erkek isimlerinden birisidir. §airler 
buna benzer kli$e isimleri jiirlerinde zikreder, bu adlan tajiyan 
tarihi §ahsiyetlerin ki§ilikleri etrafinda olu$mu§ ce§itli rivayetlere ve 
bilgilere gondermede bulunarak hiiner gosterirler. 

Avni de bu beyitte “ Mahmud’ ismini seq:mi§; bu vesile ile Gazneli 
Sultan Mahmud ile ilgili §eyh Sadi’nin Giilistari inda ge<;en bir 
hikayeye iham yolu ile telmihte bulunmu§tur. Nitekim bu gazelin 
diger beyitlerinde de “Kadr”, “ Ramazan ”, “Yusuf, “ Sinan ” gibi 
isimler tevriyeli bir jekilde yer almakta ve <je§:itli telmihlere konu 
edinilmektedir. 
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§eyh Sadi’nin Giilistan nun ikinci hikayesinde Sultan Mahmud-i 
Gaznevi ile ilgili §u rivayet zikredilir: 

“ Yeki ez-mulik-i Hordsdn Sultan Mahmud-i Sebuktekin rd be-hdb 
did. Ba'd ez-vefat-i u be-sad sal ki ciimle-i vuciid-i u rihte bud ve hdk 
gode, meger gegman-i u, der-gegm-hane hemi gerdid ve nazar mikerd. 
Sair-i hiikemd ez-te’vil-i an frumandend, meger dervigi ki hidmet be- 
cay averdve gofit: Henuz nigeranestki miilkeg ba-digeranest ": “ Horasan 
meliklerinden birisi Sebuktekin oglu Mahmud’u diigiinde gordii. Sultan 
Mahmud, vefatindan soma yuz yilda (yani, yiiziincu yilda), ki amn 
cisminin ciimle-i eczasi giiriiyup dbkiilmiig idi ve hdk olmug idi. Ilia 
Mahmud’un gozleri guriimfimig idi kkgjz evinde devr u hareket eylerdi 
ve etrafina nazar eylerdi. SqdHakiller'dljiufun tabirinde aciz kaldilar. 
Ilia bir dervig ol tabirin hidmet vdhakkmi yerinpgetirdi ki am temam 
ash ile rugen eyledi. Ql dervig eyttdi:/Henuz Multan Mahmud nazar 
edicidir ki amn salta'nati gay pda rdddi\pYa n i, saltanatina olan meyl ii 
tahassiiru henuz bdbudir.’ n / ' / 

Avni, “§eh” ve “pacfeah” gijoi sijhtlapla anilrnisi adet olan muhayyel 
bir mahbubu ovmek ve tyi ves^le ily'pllriipik a$k duygularim i^lemek 
iifin bu beyitte Mahmud adi/r^s<?9rtft§ ve d^ada uygun bir bilgi 
rivayete telmihte bulunmu§tur. 


l ve 


Beyitte, Sultan Gazneli Mahmud’un gozlerinin, iilkesini ele 
gecirenlere kiskanclikla ve krzginhkla baktigi gibi, sevgili de angina 
hijimli yan bakiji (gamze) ile bakmakta ve mulkiinii ele geciren 
yabancilan kizginlikla seyretmektedir. 

Peki, “padijah” olarak nitelendirilen sevgilinin “miilkunden” kasit 
nedir ve bu miilkii ele geciren “dahilar” yani “yabancilar” kimlerdir? 

Divan $iirinin 90k gelijmij ve neredeyse hie; bo§Iugu bulunmayan 
estetik sistemi icerisinde diifiinuldugunde; sevgilinin, sevgilinin 
hayalinin, a$km ve a$k yuziinden ejekilen acilann adt olan “gam”in 


1 Sudi Efendi, Giilistan igerhi , s.73-74. (Istanbul 1293). 
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padi§aha benzetildigi goriiliir. Bu padi§ahin miilkii yani iilkesi ise, 
a$igin harap olmu§ gonliidiir. Sevgilinin hayali, a$ki ve garni zaman 
zaman bir padi$ah gibi payitahti konumundaki a§igin gonliine gelir 
ve orada tahta oturur. 


I§te bu a§k padi§ahi, oz miilkii olan a§igin gonliine -tahtina 
oturmak iizere- geldiginde a$igin earn, akli, sabri, tahammiilii, ah 
ve feryatlan da o padijahi karjilamak ve tahtini bojaltmak iizere 
oradan ^lkip gider. Yani a$k ile canin, a$k ile aklin, sabrin bir arada 
olmalan miimkiin degildir. A§k geldiginde can ve aklin; akil ve can 
oldugunda ise a$kin cekip gitmesi kacinilmazdir. Divan jiirindeki 
bu paradoksal ruh halini ajdaEan^k-diiygusu, jairlere oldukca ilginc 
hayaller kurdurtmujtur. A^agiya alaigujuz beyitler bunun giizel 
orneklerinden sadece birkacidir: ^ / / 


O / 

Geldiigince gairy^oniil nfdikipf c£nkar§u cilta 
Nice izzet itmesTn bir merjdekef sulfanidir (f^ecati) 


tar 


"Gam, iilkesi (olaiffyigin gonlii)he geldigi zarhan, can, kar$i(lamak 
ifin) gkar... Nasil sajjn g/stenhesif ki, (gelen), bir memleket 


sultanidir. ” 


/ 




d 


s r 'jy 


v 


Kendi yerine gecirir gamzeni geldikce can 
Hojga varir rasti tazim eder mihmanina (Necati) 

“(Ey sevgili;) gamzen (gonliime) geldikce, camm onu kendi yerine 
gefirir. Ho§ bir fekilde karfilar ve dogrusu, misafirine saygi go s term p 
olur. ” 


Kondurmaga goniil evine a$k §ahmi 
Serheng-i gam geliip didi ah ii figana 91k (Emri) 

“ Gam askeri goniil evine a$kpadifahim yerleftirmek ifin gelip ah ve 
figana '(Buradan) gikin, gidin!’ dedi. ” 
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Ol but-i ser-ke§ geliir salmij cemalinden nikab 

Ey selamet el-firak ey aid ii iman el-veda (Fuzuli) 

“O merhametsiz put (gibi giizel sevgili), yuzune bir ya$mak salmi§ 
geliyor... Ey huzur ve esenlik, giile giile; ey akil ve iman size elvedaE 

Ajkdur hakim viicud iklimine ey akl sen 

Gelme yer yok sana her miilkiin olur sultam bir (Rahimi) 

“Ey akil! Viicut ulkesinin hdkimi a§ktir; sakin gelme, orada sana yer 
yok! <punku her iilkenin tek bir sultam olur. ” 

Bu beyitlerden de anlajilacagi 
gam geldiginde, ba$ta cao^ve akd o 


r, afigin gonliine a$k, dert ve 
ImdGiizere sabir, karar, huzur, 
ah ve feryat gibi unsurlar gonlii^ve/bedeni terjc etmektedir. C^unkii 
gonliin asil sahibi a^k'Tir; digdrlen ise'bmda gegici olarak bulunan ve 
a$ka nispetle “yab^nii” sayil^f^urAurldrdir. 

~ l / ( / ~~ 1 

I§te Avni’nin bifbeytinde de, ;i$k sultam olaJj/Mahmud, miilk ve 
saltanatinm mekani'^urumt^nd^Ki angina krzginkkla bakmakta ve 
payitahti olan a^igin gim lfiip iitvcany'akdfsab 1 r, karar gibi “yabancilar” 
tarafindan nasd ele g e yi r fl d i gihflyh !i yi rhh E a Id 51 ar 1 a seyretmektedir. 
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1 . Iam the slave of a sultan who calls all the world's sultans “slave”, 
whose bright cheek gives the sun in the skies its light. 

2 . It was my love’s lashes that killed me, or perhaps the arrow of my 

love’s glance. When my cruel love plans to kill, the arrow and sword are 
at the ready. , / _ 

J ' f r I 

In comparing the (sc\pvtWs eyCl^fy^ (mujgdn) in the first 
hemistich to a sword (tig) in the second, and, the first hemistich’s 
figurative arrow (tir)j of the/belovedk glanceuxT an actual arrow in 
the second hemistich, the pdet^feapisa relationship of chiasmus 
or inverted parallelism (leff M rtepr) hetween^e elements of the 
couplet’s two versesT 

Sf / J ^ 

3 - My love, your lockp are dow/thedyigh r t of Qadr, your brow the 
crescent moon ofEid. UnJon u/itf Joufivitlelflid, and separation from 
you the fast of Ramadan. 

In this couplet’s first hemistich, the beloved’s hair is metaphorically 
envisioned as the Night of Qadr ( cf. # 18 / 4 ) owing to its darkness 
and significance; while the beloved’s eyebrows are imagined as the 
crescent moon marking the beginning of the festival of Eid al-Fitr 
(cf. # 1 / 1 ) owing to their curved shape. In the couplet’s second 
hemistich, separation from the beloved firdk) is metaphorically 
imagined as the fasting month of Ramadan, during which all 
forms of pleasure and delight are avoided; while union with the 
beloved (vast) is imagined as the festival ofEid that marks the end of 
Ramadan and thus reunites fasters with the blessings of the world. 
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4. That beautiful Joseph pierced my heart with separation’s lance, 
but what took my life was no lance, but the javelin that is Joseph. 

The word sinan - here translated as “the javelin that is Joseph” - is 
both a word used to refer to a spear or lance, and an epithet used 
for Joseph, the son of Jacob, regarded as a prophet in Islam and 
renowned for his great beauty. Using this double meaning, poets in 
the Islamic tradition made various plays on words, as seen in this 
couplet of Avni’s: there is an ambiguous double meaning ( iham , 
tevriye) in the word sinan , as what is directly meant is Joseph, yet the 
meaning of “lance, spear, javelin” is also implied. 

5. Avni, the eyes of Mahm ud, jth'jzt sfiah of hearts, look out in rage - 
for he watches as others takThold of his ream. 

In the first Turkish editiorj oPphfs^book, I explicated this couplet 
in a different manner, in particular stressing that the word dahilar 
should be read as 2tahiler so y. to giveqfie meaning “brigands who 
pillage a city by night”. 2Zj 

When reviewing die bdok for tfie/second edition, it seemed 
advisable to consider tht^diff^culfcppplet afresh, and in the process 
I arrived at an interpretation Xdtjch is quite different from that in 
the first edition but which I believe to more accurate. This change 
in interpretation and explication was prompted by my realization 
that, in the couplet in question, Avni is making reference to a story 
found in The Rose Garden (Gulistan ) by the Persian author Sadi of 
Shiraz. The story referred to is the second story in the first chapter 
of The Rose Garden and deals with Sultan Mahmud of Ghazni, 
while the phrases alluding to it here are “the eyes of Mahmud, that 
shah” (Mahmud $ehin gozit), “realm” (miilk), “others” (dahilar), and 
“watches” (nigerari)- 

The direct referent of the phrase “Mahmud, that shah” (Mahmud 
§eh) in the couplet is not Mahmud of Ghazni, but is rather a generic 
male name chosen from among the names typically used in the 
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platonic context of classical Ottoman love poetry. Poets frequently 
make use of such cliche names in their work, displaying their skill by 
making allusions to various anecdotes and information connected 
with historical figures bearing these names. In this couplet, Avni has 
chosen the name “Mahmud” and in this way, by way of ambiguity, 
makes an allusion to a story concerning Sultan Mahmud of Ghazni 
in Sadi’s The Rose Garden. Similarly, the other couplets in this ghazal 
also contain such names as Kadr (“Power”), Ramazan (“Ramadan”), 
Yusuf (“ Joseph”), and Sinan (“Spear”; v. #23/4), which all make use 
of double meanings and varied allusions. 

The story as found in TheRo&e Garden is as follows: 

In a dream, one of the kings of KhorasdSvheheld Sultan Mahmud, 
son of Sabuktigin. It had been aTiupdred years sjpce his death, and 
his entire body had dissolved anykturped to dusr^ but his eyes still 
turned round imheir socktjts^ poking oht. Thejages were at a loss 
as to how to interpret thirr dream. Tnere was, however, a certain 
dervish who bowed down and sdid: “He still look£ out because his 
land lies with others”. r ‘ 

C S'/ 

In his couplet, Avnr'praises fne jdea^bejoved - who was frequently 
referred to as a “shahTTjf ‘saltan” \-r$jfjhlA.o give vent to feelings 
of platonic love, choosing the name “Mahmud” and making an 
allusion to a story that fits that name. In the couplet, the beloved 
casts an indignant sideways glance at the lover and watches with 
fury those outsiders who have seized the beloved’s land, just as the 
eyes of Sultan Mahmud of Ghazni in Sadi’s story look out with envy 
and rage on those who have taken possession of his kingdom. 

What, though, is the “land” of this beloved being described as a 
“sultan”, and who are the “outsiders” who have seized it? 

When we consider this question within the context of the 
extremely rich and developed aesthetic system of classical Ottoman 
poetry, we see that anguish {gam ) - which can refer to the beloved, to 
the imagined image of the beloved, to the pains suffered in love, and 






Fatih Divani ve §erhi - 23. §iir 



to love itself - is often likened to a sultan. The “land” or “kingdom” 
of this sultan is the lover’s ruined heart. From time to time, the 
image of the beloved as well as both the passion and pain caused by 
the beloved come like a sultan to the capital of the lover’s heart and 
there sit on the throne ( cf. #12/2, #39/5, #50/5, #68/2). 

When this sultan of love comes to his personal realm in the lover’s 
heart in order to be seated on the throne, the sultan is greeted by the 
lover’s soul, mind, patience, tolerance, sighs, and cries, all of which 
leave the heart so as to vacate the throne there. In other words, the 
soul and love cannot be together at once in one place, nor can love 
and the mind or love and patienpe:| when love comes, it is inevitable 
that the soul and the minckwifl withdrilvy^and when the mind and 
the soul are present, it is inevitable that lovey will withdraw. This 
conception of love tn/classical Ottoman poetry^and the paradoxical 
spiritual state tharif: descries, Jdcl poets to fash ion a number of 
fascinating images/The coupk-ts s6en/bclow represent only a small 
sampling: ^ £ 

When anguish comesj/o tfie heart's jeali ye, the soul rises in 

• ■</ rj , ' ^ 

greeting J 

How could it not perform such an honor to this realm’s ruler? 




Geldiigince gam goniil miilkine can kar$u $ikar 
Nice izzet itmesin bir memleket sultamdir (Necati) 

* 


And when your glance arrives, the soul gives up its seat 
A greeting kind and correct, honoring its guest 
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Kendi yerine gegirir gamzeni geldikge can 
Hogga varir rdsti tazim eder mihmanma (Necati) 

* 

To seat the sultan of love in the abode of the heart 

The soldier of anguish comes and tells sighs and cries, “Be 

gone! 


Kondurmaga gonul evine a$k gdhini 
Serheng-i gam gelup didi dh iifigana gik (Emrl) 

r 1 

* f !/. 


f ) 


That unruly idolyomes yithTux/iinveiled 
Farewell, o contentmentKAdfejr', drfund arref faith! 


Ol biit-i ser-keg &lur salmig cerf linden nikdf 
Ey selamet el-firdkakl diman^ed-veyid ' (Fuzuli) 

* ^ -/rJ 1 ' / 


O mind! It is love that rules the body’s realm, so do not come! 
For you there is no place, for every realm has but one ruler 


Agkdur hakim viicud iklimine ey akl sen 

Gelme yer yok sana her miilkiin olur sultam hir (Rahimi) 

As these couplets make clear, when love and suffering and 
anguish descend on the lover’s heart, such elements as patience, 
decision, tranquility, sighs and cries, and above all the soul and the 
mind all abandon the heart or leave the body This is because love is 
the heart’s rightful owner, while all others are there only temporarily 
and are thus “outsiders” from love’s perspective. 
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This is precisely what is occurring in Avni’s couplet: Mahmud, 
the sultan of love or shah of hearts, looks in anger on the lover, 
who serves as the seat of this beloved’s realm, and he looks on in 
rage as his capital, the lover’s heart, is taken possession of by such 
“outsiders” as the soul, the mind, patience, and decision. 


' lAii [ 
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1 . §ah-i ‘i$kam gam beyabam bana ki$ver yeter 
Ate$-i ahum liva-yi ejdeha-peyker yeter 

2. Dam-i mihnetten goniil murgi remide olsa ger 
Zulf $ahbazim sal kim q 1 zeryan irer yeter 

/ j/ 

3. Hey kiyamet gamzeden difleppenjan olpalar 


Tar-i zulftin ‘ukdesi cem‘iyyet-i mah$eryeter 

g /y/ g 

4. Iki alem nak|api gormeic dtl^rsen ajikar-g 1 


Devr i^inde $i§e-i mey cam)-il Iskenderygter 

t-y 

5. Avniya cismiin yanupdA^ifkM^fciigsa eger 
‘I$k odin hifz itmek i<;un i$bu hakister yeter 


1 (24). AE /8b. 
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24. §iiR 

1. Ben a§k padifahiyim; ulke olarak gam folii bana yeter. Ejderha 
motifli sancak olarak da ahimin (goge yukselen) alevi uygundur (ba§ka 
sancak istemem). 

§air kendisini me§hur a$k hikayesi Leyla ve Mecnun’un erkek 
kahramani Mecnuna benzetiyor., Asil adi Kays olan Mecnun; 
divan fiiri metinlerinde' kendi sinned bep a§k iilkesinin padijahi 
olarak bahsedilir. Onun iilkesi,/gam cofteri; tebasi, collerin vah§i 
hayvanlaridir. Gam ^oliindepadi^dild^yapan a^rgin saltanat sembolii 
olan sancagi da, gojtlere yiikpe\ery arhiKin alevinden ba$ka bir §ey 
olamaz. Eskiden santakJarin liyerinde^pk ^e^iriiyekiller bulunurdu. 
Bunlardan birisi dS^agzindan alevler sa$an djderha (biiyiik yilan) 
motifi idi. Beyitte bdpa teltpih var. / J 

^ d / / /V, 

2. (Ey sevgili); gontumunykuni eggr~(ser(in kurdugun) eziyet ve 
sikinti tuzagindan korkarsa; zulfimun dogamm sal da, o saat ulafsm 
ve onu (kolayca) yakalasin. 

3■ Ey (boyu posu He, dfiklar arasinda) kiyamet (gibifitneye sebep olan 
sevgili;) senin hifimli ve edah yan bakifin ile gonuller darmadaginik 
olsalar bile, zulfunun diigumleri onlari mahfer giinii gibi bir araya 
getirmek if in yeterlidir. 

Divan jibinde apklarin goniilleri sevgilinin saclannin tellerine 
ve kivrimlarina asili olarak dii§iiniiliir. Apklann bedenleri a$kin 
garni ile helak olmu§; ancak goniilleri sevgilinin ziiliiflerine asilip 
kalmijtir. l§te §air, bu hali, insanlann toplanacagi mah§er giiniine 
benzetiyor. 
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4. iki alemin de naki$lanm ayan beyan gormek istersen, bu diinya 
hayatinda §arap kadehi, Iskender aynasi olarak sana yeterlidir. 

Biiyiik Iskender’in yaptirip Iskenderiye jehrinin yuksek bir 
yerine koydurduguna inamlan ayine-i Iskender (iskender’in aynasi), 
rivayete gore; oraya yakla§an gemileri daha bir aylik yolda iken 
gosteriyordu. Bir de “cam-i dhan-numa” veya “cam-i Cem” vardir 
ki, o da me$hur iran hukumdan Cem’in zamaninda hakimlerin icad 
ettigine inamlan bir kadehtir. Efsaneye gore Cem, hangi memlektin 
halini bilmek isterse bu kadehe bakar ve o memleketin durumunu 


seyrederdi. §airlerimiz bu iki aynayi bazen birbirine benzetmi§, bazen 
de birbirine kariftirmijlardir- §ar^p. kadehi de, i^enlerin ruhunda 
binbir alemin penceresini a^rrgr iernijzdijian zaman cam-i Cem’e; 
zaman zaman da ayine-i iskendere tejbih edilmijtir. Erzurumlu 
Hazik, medisteki hill/ir kadehi, Ce iiyin diinyayi gosteren aynasimn 
kink bir pa^asi olarak tamn^lirri^kta^kr: ^ 

3 /ir/ 3 


§ikest olmu§ Ceib’in ayine-i giti-niimasindari 


Numune bezmimkde sagar-imillufr kalmijdur 1 

“Cemin diinyayi gosterery[kiyilmfyjnynasindan numune olarak, 
bizim meclisimizde bir biliur kadeh kalmiftir.” 


Baki de, bir beytinde sevgilinin dudagim Cem’in kadehinden; 
yiiziinu ise iskender’in aynasindan iistiin gostermektedir: 


Cam la'lundiir seniin ayine ruy-i enveriin 
Adi var cam-i Cem’iin ayine-i Jskender’iin 

“ (Ey sevgili); (asil) kadeh, senin Qarap gibi kipkirmizi) dudaklann; 
(gergek) ayna, senin parlak yiiziindiir. Cem’in kadehi ile Iskender’in 
aynasimn ise sadece adi $ikmi$tir. ” 

Avni’nin, iki cihan (diinya ve ahiret hayati) nak§im (tecellilerini) 


1 Ahmet Talat Onay, Eski Turk Edebiyatinda Mazmunlar , s.88. 
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a$ikar olarak gosterecegini soyledigi kadeh, aslinda ilahi a^k jarabidir. 
A§k oyle bir §araptir ki, icenc hem bu diinyamn biitiin kotiiliiklerini 
unutturup giizel yonlerini gosterir; hem de ona ahiret hayatinda 
cennet ve cemalullah manzaralarim tema$a ettirir. 

5. Ey Avni; bedenin yamp da tamamen kill olduysa (uzulme); 
giinku a$k ategini(n kozunii) muhafaza etmek igin bundan daha iyi 
kill bulunmaz. 

Yanan ocagin kozii kiillerle ortiildiigiinde ate? uzun sure 
saklanmif olur. Beyitte bu adete telmih var. Afigin sevda ate§i ile 
yanrnif bedeni kiile; a$k da o kiiliin icerisinde saklanmak istenen 
ate§e (koze) benzetilmi§tirr \ \ _T j r. 




/ 


/ 


/ 






/ 


/ S 


/ 

■b 


/ / 




y 
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24 


1. Iam the sultan of love, and the desert of woe is realm enough for 
me. For my dragon-hearing banner I hear the fire of my sighs — it is 
enough. 

Here, the poet is likening himself to Majnun, the male protagonist 
of the romance of Layla andMajnu^n ( cf. #4/2, #11/5, #17/6, #25/4, 
#38/2, #55/4). In classical Q-ttoman/pjpetry, Majnun - whose real 


name was Qays - speaks ofhimsylf as thc'sultan of love” (ydh-i i$k ); 
his realm is “the desert of woe” (fdrnJ)eydbdntf,-^x\d his subjects are 
the wild animals oTjlhe desert Tlje Ladner ofdhis lover who rules 
in the desert is a symbol of tljis rulery dominion, and consists of 
nothing more thafjdhe fire of the lover’s cries5of “Ah!” ascending 
to the heavens. Bandars wojdd he decoratedwith a great variety of 
motifs, one of which wash* firdbreithidg dragon or large serpent, to 
which this couplet is alluding*) i ffv ^ 

2. My love, if the bird of my heart fears the trap of your torments, 
just toss the falcon of your locks: you'll catch it soon enough. 


3- My love, my calamity, hearts are torn to pieces by your merest 
glance, but to gather together all those resurrected dead, the braids of 
your hair are quite enough. 

In classical Ottoman poetry, the lover’s heart is imagined as being 
hung on the strands and curls of the beloved’s hair. Though the 
lover’s body has been dissipated by anguish, his heart continues 
to hang from the curls of his beloved. In this couplet, the poet is 
likening this state to the Day of Reckoning, when all of the dead 
will be gathered together to receive judgment. 
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4. If you want to see clearly the two worlds image, in this world, just 
use a glass of wine, or Alexander’s cup — it is enough. 

According to legend, Alexander the Great ordered the 
construction of a great mirror, known as “the mirror of Alexander” 
{ayine-i Iskender, cf #71/8), which he had erected on a high point 
in the city of Alexandria or Alexandretta; with the aid of this mirror, 
it was said, ships approaching the city could be observed a month 
before they actually arrived. There was also “the world-proffering 
cup” [cam-i cihdn-numa) or “cup of Jam” ( cdm-i Cem ), a cup 
supposed to have been created by great sages during the time of 
the Persian ruler Jamshid, also knpwn as “Jam” ( cf #56/2, #71/8). 
The legend states that Jamsjikf Co rild ^Ay jnt o this cup and observe 
whatever part of the world he vCtsljed. Ottonpan poets sometimes 
likened these two legyndaryyobjetus po one a bother, and sometimes 
they combined them into a^tnglpbofydct. Mofepver, a cup of wine 


operi/fhe veil onto the thousand 
spul, and aS sfich was sometimes 


was said to have the ability pea 
and one worlds of^aie drinker’s 
metaphorically figured>as befng Either die cup of Jam or the mirror 
of Alexander. The poet^J4zilfof Etzururh ^escribed the crystal cup 
found at drinking parties as^apfecehrbken from the mirror of Jam: 


The world-scrying mirror of Jamshid was broken 
To us there remains this crystal cup, its shard 

jikest olmu§ Cem’in dyine-i giti-numasindan 
Numune bezmimizde sagar-i billur kalmi$dur' 

The poet Baki, on the other hand, envisions the beloved’s lips as 
superior to the cup of Jam and the beloved’s face as superior to the 
mirror of Alexander: 


1 Ahmet Talat Onay, op. cit., p. 88. 
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The cup is your ruby lip, the mirror your radiant face 
Jam’s cup and Alexander’s mirror? Only names with no place 

Cam la ‘lundur senun aytne ruy-i enverun 
Adi var cam-i Cem’iin ayine-i Iskender’iin 

In Avni’s couplet, the wine cup that is said to reveal clearly the 
images of the two worlds - that is, the manifestations of this world 
and the world beyond - is in fact a reference to the divine wine of 
love. Love is such a wine that it not only shows the drinker the 
beauties of this world, making him forget the world’s evils; it also 
affords him visions of paradise ah'd/df ytfye face of God as they will be 
seen in the world beyond. 




5. Avni, though-your body has burned toaish, don’t give way to 
sorrow. For this burning ash cpdi Fy/p tpde’s fire alive - it is enough. 

When the embyrs of a burfhngfstotfe are covered with ashes, the 
fire within can be preserved for a lpn" while; (1^is couplet alludes to 
that practice. The kdjef’s body, Inyrntyrfy) by the fire of passion, is 
likened to ash; while thyTove, felt. by-tfiy lover is likened to the fire 
or embers preserved beneath thauash. 







1. Dide zahm-i gamzeden piir-hundur 
Ya$i anun^un anun gul-gundur 
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25 . §iiR 

1. Goziim, (senin) hi§imhyan bakipnm (sinemde agtigi) yaralardan 
dolayi kanla dolmupur. Bu sebeple, ondan akan yaglar da gill gibi 
kipkirmizidir. 

2. Gam medisinde (inleyipmle) ney’e nefesdag olup boyumu da feng 
(gibi iki biiklum) eylemek, (a$J? icineje) fcanundur. 

Beyitte degijik vesilylefle ce^/tlt'Vpiusiki aietlerinin adi 
gegmektedir. A§ik, ney gibi agtayjp inlemekjedir. Ajigin dert ve 
gam yiiziinden iki 'biikliim X)\md§ bnyu, yay^yklinde egri telli bir 
musiki aleti olan cengc benzjkhri^dr/fvanun iSc, beyitte kural, usul 
anlaminda kullamlnli?; ancai^tevijiye/ftham) jg(lu ile de yine aym 
adli bir musiki aletipe gondermede bulunulmyjtur. 

3. Bu gonlum senmjfytpiec/gdzterinftfipilmufken, gilgin olup da 
dillere diigmemesi ne mumkiinf (y G 

4. Ey Hiisrev (sultan;) senin bu giil renkli yanaklarim goriip de 
Ferhadgibi (d§ik) olmayan, akilsizin tekidir. 

Beyitte bu sefer de me§hur a$k hikayelerinin kahramanlarimn 
isimleri gecmekte ve bu isimler tevriyeli olarak kullamlmaktadir. 
“Hiisrev” , beyitte sevgilinin sifati olan “sultan” ve “padi§ah” anlaminda 
kullamlmi§; aym zamanda bununla Hiisrev ii §irin hikayesinin 
erkek kahramam olan Hiisrev’e ijaret edilmijtir. “Ferhad’ da beyitte 
a$ik anlamina gelmekte olup; aym zamanda bununla Ferhad ile 
§irin hikayesinin erkek kahramam hatirlatilmijtir. “Mecnun” ile, 
akilsiz, deli manasi kastedilmi§; bu vesile ile de me§hur a$k hikayesi 
olan Leyla vii Mecnun hikayesinin erkek kahramam Mecnun’a 
gondermede bulunulmujtur. Birinci misrada yanagin sifati olarak 
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(giil renkli anlaminda) zikredilen “giil-gun” da aym zamanda Hiisrev 
ii §irin hikayesinin erkek kahramani Hiisrev’in, sevgilisi §irin’e 
hediye ettigi atin adidir. 

5. (Ey sevgili); Avni olanca gdzya§i (nakdini) harcadi ama (bir 
turlu) sana kavuyma (metaim) satin alamadi. Bu pazarda zarara 
ugrami§ durumdadir. 


- % X-fc/ [, 






S$\ 




X 

r _\l 

/ 


■A 
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1. You glanced at me; it tore a wound; my eyes filled with blood. And 
so my tears are now as red as roses. 

2. In this gathering of woe, my cries play ostinato to the flute and I 
am bent double playing harp — this is the canon of love. 

In this couplet, various--mpsijbal-instruments are referred to 
through a variety of means^The”loveTjsfeyps and wails like the flute 
{nay), and he is bowed down byfhe/Strength of)his pain and sorrow, 
thus being likened-in terms/of shape" to the harp (feng). The word 
“canon” ( kanun) isnised diryLtly/tb paean “rule-,method”, but also 
employs an ambiguous double/mterfnrp^ ( ihamyfipvriye ) to imply the 
zither-like musical Instrument called the kanun! 

T ' ” v. J 

3. How can this heart rived by/you/renting eyes not be disgraced 

and driven mad? ^ 

4. Hey Khusraw! Whoever sees that rose-colored cheek and fails to be 
a lover like Ferhad is as mad as Majnun. 

Here, the names of some of the main characters of well-known 
romances are used with double meanings ( tevriye ). The word Hiisrev 
- here transliterated as “Khusraw” - carries the meaning of “ruler” or 
“sultan”, and applies to the beloved; but it is also the name of one 
of the main characters in the story of Ferhad and Shlrln. “Ferhad” 
has the meaning of “lover” in the context of the couplet, while also 
alluding to the character Ferhad in the same story As for “Majnun”, 
it literally means “insane” ( mecnun ), but also alludes to Majnun, 
the protagonist of the story of Layla and Majnun {cf. #4/2, #11/5, 
#17/6, #24/1, #38/2, #55/4). The adjective “rose-colored” {gill- 
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1. Samuil sevdasin itmekde gonul bir buya kani'diir 
Beniim baht-i siyahumda rakib ana da mani'dur 

2. Melekden hurdan sebkat ider dildar hiisniyle 
Degiildiir ab [u] gil asjj hemana sun‘-i Sani'diir 

3. Beniim ‘i§kum seniin hiisriuiy beyamn l^ilsa raviler 
Ne denlii vasf4derlerse'ke-ma--.hi ciimleviki‘diir 

5 yy'/ S 

4. Nice mahfi dnt/un esrar-i ‘ido mekr ii hfiteyle 
Dutupdur ijti^ri halk itpijclle hayli saytfjdiir 

o / y / . 

-2 7 7 ^ 0 / 

5. Bugiin miilk ii hazayin/tgr JmTegriN^yet ki cem‘ itdiin 
Mey ii mahbuba sarf olmazsa ‘Avni ciimle zayi‘diir 
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26. $IIR 

1. (Ey sevgili); gonlum senin sagimn sevdusini gekerken, (ondan 
gelecek kugucuk bir guzel) koku ile yetinmektedir. (Ama) benim kara 
bahtim(a bak ki), rakip ona bile engel olmaktadir. 

Bcyittc ge^en “sevda” ve “bid kelimeleri iki anlama gelecek 
§ekilde kullanilmi? ve boylelikle beyit manaca ^ejitlilik kazanmi§tir. 
“Sevda” nin a§k, sevgi, istek ve afzujaplarnlari dijinda 90 k kara, 90 k 
siyah (§ey) ve ayrica dearer" ve ali^veriyanldmlari da bulunmaktadir. 
“Bu” sozeiigiiniin ise bilinen koku/anlami yafdijda iimit anlami da 
vardir. Bu kelimeletih ikincf ajilaml^ri ile beyit^u jekilde de nesre 
9 evrilebilir: “(Ey sevgili); gefnlum senin sa 9 inrnl pazarinda (sevda) 
ali$veri§i yaparken, (ondan gdfecdf kilcuciik (Piur koku (veya bir 
iimit) ile yetinmektedir. (Ama) bjenim kara ba^tim(a bak ki), rakip 
ona bile engel olmakfady.” ^ y / ^ 

Ayrica beyitte geccr/'” sagl%y \evd£P “ Faht-i siyah” ve “ rakib ’’ 
unsurlari hep siyah rengi 9 agri§tirmakta ve tenasiip sanatimn giizel 
bir ornegini olujturmaktadir. 

2. Sei’gili , guzelligi ile meleklerden ve hurilerden bile daha ustundur. 
(dunku onun ash, sudan ve gamurdan degildir. O, Allah’m hususi 
surette yarattigi bir varhkttr. 

3. Hikdye anlaticiLzr benim agkim(in buyuklugu) ile senin 
guzelligini(n egsizligini) anlatirken ne denli dvgu ifadeleri kullamrlarsa 
kullansinlar, hepsi ayniyle vakidir. 

§air burada “beyan kd” grainier” ve “imf it-” ifadelerini 
kullanarak, kendisi ile sevgilisinin arasinda ya$ananlarm tarihteki 
me§hur a$k maceralarmi hatirlatacak tiirden dillere destan bir a$k 
hikayesi oldugunu anlatmak istiyor. 
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26 


1. Suffering from lust for your locks, my heart would rest content 
with just one scent. But my fate is dark: the rival kept from me even 
that much. 

The words sevda (“lust”) and bu (“scent”) are both used with a 
double meaning ( tevriye ), lending this couplet a variety of different 
readings. Sevda - apart fronyits hiealrung of “love, desire, lust” - 
also has the meaning “very darkyjet blacK and “trade, commerce”; 
while bu means both “scept, IHgr^nce” ahtf “hope, prospect”. 
Considering these ^ternate apean^ngs/die couplet can also be read 
as follows: “My heart goes shoppingthe market of your dark 
locks, and would rek content witf just one godtl prospect. But my 
fate is black: the rivafkept famine even thatthuch,” 

Besides this, “lock flust" [sn’da) ',/my fate is dark” ( baht-i 
siyahum), and “rival” ( rakib ) "ailJeVolce the color black, and thus 
constitute a fine example of the rhetorical device known as tenasiib 
(“congruity”), in which a number of elements within a verse all 
harmonize with one another in terms of having similar associations. 

2. More beautiful than angels and houris is my love: not made out 
of water or mud, but a pure product of God. 

3- Let the raconteurs spin tales of my great love and your matchless 
beauty. Let them heap as much praise as they can, it’s all as true as can 
be. 

Here, the poet uses the noun “raconteurs” iraviler) and the verbal 
phrases “spin tales of” ( beyan kdmak) and “heap praise” ( vasfitmek ) 
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to imply that the love that exists between himself and his beloved 
is a love just as worthy of retelling as the famous epic love stories of 
old. 

4. I cannot hide the secret of my love, by hook or by crook, for the 
whole world, already knows the whole story. 

5. Avni, if you don’t spend all you’ve got of lands and treasures on 
wine and love, they’re all for nothing in the end. 

In this couplet, the words “lands” ( miilk ), “treasures” ( hazayin ), 
“wine” ( mey ), and “love” ( mahbub\ lit. “beloved”) should not be 
interpreted in terms of their Jiteral jme^nings, but rather in terms of 
the figurative meanings Bestowed o r nrti£fT> within the system of Sufi 
thought. In this context, “lands?" and “treasures” refer to the mind 
or heart, “wine” tojdiyine lpye, <pfd )Jove” or^TBeloved” to absolute 
beauty, thereby indicating the' ntytsiyl of the quest to understand 
God. — 1 / 




/ ? / 

G. /" / / 

7 Vr/fTcJ"'' 




dr 


y 








1. Cismiimiiz rah-i vefada genp kim hak eyleriiz 
Bad-i ah ile reh-i yari yine pak eyleriiz 


2. Badeye ba$ iizre yir idiip ayaga salmazuz 
Hiirmetin cam-i meyufj ol dpnlji idrak eyleriiz 

3. Ger firakun derdine vasluffdan olursa d^va 
Nu$-i la'liin garnzeniip' ni^me riryak eyleriiz 

E i 7 y '/ | 

4. Tir-i hecre sineidutmakdad Sudur maksadumuz 


Yolufia ba$ oyriamaga canijbt-bak eyleri^ 

/ ' / ~Ps 

). Yar i$iginde ikamet mu/rt^ifi oTjjrs^ dger 
Meskeniimiiz ‘Avniya san evc-i eflak eyleriiz 


1 (27). AE /9b. 







Diwdn of Sultan Mehmed II with Commentary - 27 


27. §iiR 

1. Gergi, vefayolunda cismimizi toprak halinegetirip (yola seriliriz); 
ama (daha soma) ahimizm ruzgan ile sevgilinin yolunu (cismimizin 
topragmdan) temizleriz. 

A§ik, sevgilinin a$ki ugrunda cpektigi acilarla zayiflami§, incelmi§ 
ve sevgilinin yoluna serilmijtir. Bu fialiyle, sevgilinin yolundaki toza 
topraga benzemektedir. 'Dahg.^orrfaJ^t, gektigi ahlarla, bedenini, 
riizgarin u<;urdugu toprak ve toz/gibi yolcetmijtir. 


22. §iirin 3- beytide ayni/diiyunuf i 1 e kalemg alinmi$tir: 

"3 //'/'/ 3 


§oyle hak oldufn ki ah etipege havpeyler gonjlil 
Lacerem bad-i sfa&a ile gubar < lden gider r~“ 

2. Kadehin hurmetiri£oylesirie bilirizkfigcypaba bagimizm uzerinde 
yer verip onu (asla) ayaga dityirvkeyiz. ' J ^ 

Beyitte geijen “bag uzre yer idiip”, “ayaga salmazuz ve “ hurme f 
ifadeleri, biri hakiki ve digeri mecazi olmak iizere iki anlama gelecek 
§ekilde kullamlmijlardir. “Ba^ iizre yer etmek” ifadesi, hakiki 
anlami ile, §arabin icjilmesi ve dolayisiyla sarho§ edici etkisinin ba§ta 
hissedilmesini anlatirken; mecazi anlami ile de ona hiirmet ve itibar 
gosterilmesi geregini ifade eder. 

Aym §ekilde, “ayaga salmak” tabirinin de (“ayak” kelimesi 
Fars^ada kadeh anlamina gelir) $arabi kadehe dokmek gibi bir hakiki 
anlami ve bir de onu ayak altina atmak, hiirmetsizlik gostermek, 
yere dokmek gibi bir mecazi anlami bulunmaktadir. “ Hiirmet”te de, 
biri haramhk, yasaklik ve digeri de saygi gosterme gibi iki anlamhhk 
hali bulunmaktadir. 
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Bu unsurlarin birden 90 k anlamlari hesaba katildiginda beyti §u 
iki ayri §ekilde de anlamak miimkundiir: 

1- “Biz §araba dylesine hiirmet ederiz ki; asla kadehte birakmaz, 
hemen igip ona ba$vmizin uzerindeyer veririz”. 


2 - “§arabin haramhgim dylesine idrak etmipzdir ki; onu ba§kd§eye 
koyar ; kadehe dokmeyiz.” 

Tekrar ifade edelim ki, burada §arap, bade ve mey gibi 
ibarelerin, tasawufi-mecazi dii§iince sistemi icerisinde anla$ilmasi 
gerekmektedir. 


erdine vuslatindan bir derman 
kmli yan bakipnin zehirli 


3■ (Ey sevgili); eger sen/den a 
olacaksa, dudaginm balmi'tgereky(on 
dikenine panzehir edinmek isteriz/. / 

-. j / / / 

“Nuf ve “nif ke|imelerimvriy^lkokfrak kullamlmi$tir. “Nu§”un 
bal, tadi, icki, (£dj§-daru) / jyryak ve/panzejnj gibi birbirinden 
degijik anlamlari \!apdir. “Ni$” de igne, diken-ve zehir anlamlarina 
gelmektedir. §air btTicelinygleriA birbirindem degiyik anlamlarmi 
birrlikte kullanarak sanaf yaprbakridir^ f, 

' r y 

4. Aynlik oklarma gogsumuziLgermekten maksadimiz; cammiza, 
senin yolunda feda olmak i(in (hedeftahtasmda) korkusuzluk (cesaret) 
talimi yaptirmaktir. 


5. EyAvni; eger, sevgilinin kapismda (firsatbulup da) ikamet etmek 
imkdmm elde edersek, kendimizi felegin en yiiksek makamim mesken 
tutmuj sayanz. 

A§ik, sevgilinin kapismda kopek gibi dola$an rakibin 
engellemesinden veya kendisinden once sevgilinin engine ba$ koyan 
diger a^iklarm coklugnndan dolayi, orada ikamet etmeye firsat ve 
imkan bulamamaktan §ikayet ediyor. 
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1. We may turn our bodies into dirt sprawled on fidelity's road, but 
the wind of our sighs will blow cLean the road to our love. 

The lover has wasted away for the sake of the beloved and spread 
his body out across the path of the latter; as such, he is likened to the 
dust or dirt found on the beloved^ road. Having thus laid himself 
down, his sighs dissipate Tais jva!stedj^cjdy just as the wind scatters 
dirt and dust. This is the same conceit astiiat used in #22/3: 



know the awe owed the cup: we will not let it fall to our feet. 

The noun “awe” ( hiirmet ) and the predicates “grant [it] a place on 
the head” (ba$ iizreyir idup) and “we will not let [it] fall to the feet” 
(ayaga salmazuz) are here used with both spiritual and figurative 
meanings. “Place on the head”, in its idiomatic meaning, signifies 
drinking wine until it goes to one’s head; additionally, it carries a 
figurative meaning of showing respect or consideration to someone 
or something. 

Similarly, the phrase “let fall to the feet”, in its spiritual meaning, 
refers to the filling of a cup with wine - the word ayag is a false friend 
meaning “foot” in Turkish and “wine cup” in Persian - while the 
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phrase’s figurative meaning is to disrespect someone or something 
or show them improper consideration. As for “awe”, it carries the 
meaning of “prohibition, taboo” along with its basic meaning of 
showing respect or esteem. 

Taking into account these double meanings, it becomes possible 
to read the couplet in two different ways: 

a) We have such regard for wine that we drink it without delay, let it 
fill our head: we will not suffer it to sit undrunk in the cup. 


h) We have understood the prohibition on wine, and so we place it 
at the head of the table: we wijl not filopj it to be poured into the cup. 

3. My love, if being witft you eyres the fain of not being with you, 
we’ll drink the honey of your lips toybunteract ypiir poison glance. 

Here, the wordy nu§ (‘dionew’h arfd nifjf poison”) are used 
with multiple meanings (tevrye) Nuyzan meat] “honey”, “sweet”, 
“alcoholic drink”, - in the forth nupddru - “cure” and “antidote”; 
while ni§ can mearr'^needl^’, “(horn”, and poison”. All of these 
meanings are simultaiicaiuslyAvokdd irhthi^couplet. 

4. We bare our chests to separations arrows and gladly give our heads 
on our way to you. 


5- Avni, if we can just find a chance to live on the doorstep of our 
love, our home will be the very heights of heaven. 

Here, the poet complains indirectly of the difficulty of finding 
the opportunity to settle down before the beloved’s door, a difficulty 
caused either by the fact that the rival is straying in the vicinity of 
the beloved’s door like a dog, or by the crowd of other lovers who 
have come to the door before the lover who serves as the persona of 
this poem. 
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1 . ‘I§k ile viran iden gonlini mamur istemez 

Hatirin mahzun iden bir lahza mesrur istemez 


Hak-sar olup heva-y-ile gubar olan goniil 
Hak-i rah-i yardan bir dem ozin dur istemez 

Ho$ goren akil fena tavrink^nhret gozleinez 
Kiinc-i uzlet isteyen kgndiiyi mejhur istemez 

S' /'/ '/ | 

Lal-i naba me^l kilmazd3a|tjmi^ur-hun^en 


Damenin pur-p^k iden luljt-lyynen^urci^temez 

t-P x " Z So 

‘I§k nakdi bir hazinedufjk3 sd&r'zeval 
Malik olan ‘Avniya bir gence gencur istemez 


1 (28). AE /9b. 
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28. §iiR 

1. Gonlunii agk ile vimneye geviren kigi, (bir daha) onun mamur 
(bayindir) olmasim istemez. Hatirim huziinlere aligtiran da (artik) 
onun bir an bile sevingli hale gelmesini istemez. 

Goniil, divan $iirinde genellikle eve, saraya, iilkeye te§bih edilir. 
Bu beyitte de a$igin gonlii, gam yiiziinden viran olmu§ bir eve 
benzetilmi§; a$igin hatiri,da J o jevde nturan hiiziinlere batmi$ bir 
insan gibi dii$iiniilmu$tur./ y f> 

2. Agkyiiziinden toz toprakjribipdrrlere serilet^geniil, (gektigi ahlarin 
ruzgan ve doktiigiz ybzyaglariinin se(ispbebi He) sevgilinin yolunun 
topragindan bir angbile uzakdtalmak isteynez. - 

Bu sebeple, a$k£tutulan goniil ah edip gozya$i dokmez ki, ahinin 
riizgari ve g6zya$laitpm seli, popr^k olmu$ ~J bedenini sevgilinin 
yolundan uzakla§tirm3sip. / / /y 

3- Fdnilik (gegicilik, olumfillkk) ~$olunu segen akil sahibi kigi, 
gohrete gozunii dikmez; giinku. uzlet kogesinde oturma(mn guzelligini) 
idrak eden kigi dillere dugmeyi asla istemez. 

4. Bagrim (agk yiiziinden) kanla dolduran (dgik), safyakuta (artik) 
ilgi duymaz. Etegini gozlerinden akanyaglarla dolduran kiginin dedizi 
dizi incilere ihtiyaci kalmamigtir. 

5- Ey Avni; agk akgasi (aslmda) tiikenmeyen bir bazinedir. (Ona) 
sahip olan kigi, (artik) higbir (gergek) hazinenin bekgisi olmak istemez. 

Avni’ye gore, asil zenginlik ve varlik, a$ktir. A$k di$indaki biitiin 
degerli varliklar gelip gepicidir ve bu diinyevi zenginliklere sahip 
olmak, aslinda hazine bekpiliginden ba$ka bir §ey degildir. 

Beyitte, sufilerce kutsi hadis olarak kabul edilen “Ben gizli bir 
hazine idim; bilinmemi sevdim..” soziine telmihte bulunulmujtur. 
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1. If you tear down the heart with love, you don’t want it built back 
up. If you desolate your mind with sorrow, you don’t want it filled with 
joy. 

In classical Ottoman poetry, the heart is frequently figured as a 
house, a palace, a city, or a country In this couplet, the lover’s heart 
is likened to a house that ijas"been/ mined by woe, while the lover’s 
mind is imagined as the sqKow-pIaguen resident of that house. 

2. The disheveled heart laid oitt/iri the dirt tlnth desire wants not a 
moment apart fronttlie dirt oyithe rpadtd its lovpj 

The smitten heart will refpse to sigh andwvjeep if the wind of 
that sigh and the flood of that wee ping’s tearsuwill sweep the lover’s 
wasted body off theqTath ofyhe pe oyed. 

3. The wise are setff the^road tf^annifiilation and ignorant of 
renown: they grasp the beautyofolitude and want nothing to do with 
notoriety. 

4. If your chest is full of the blood of love, you care nothing for 
the purest garnets. If you’ve drenched your clothes in tears, you need no 
strings of pearls. 

5- Avni, the coin of love’s a treasure that knows no end. The one who 
has it refuses to be a mere watchman over this world’s treasures. 

In Avni’s view, love is the only true wealth. All valuable belongings 
apart from love are ephemeral and transitory, and to possess them is 
to be nothing more than a guard at the treasury. 

This couplet also contains an allusion to the hadith qudsi - the 
words attributed to God that are not found in the Qur’an - in which 
God states, “I was a hidden treasure, and loved to be known”. 
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ig 1 

l. 


2 . 


3 . 


4 . 


5 . 


1 (29). AE /10a. 

2 Avni Dwam'nm Kemal Edip Unsel ne$rinde beytin ilk misrainda “ hilsn-i 
bedi'" olarak okunan kisim “ hiisni bedi §eklinde degi$tirilmi$tir. (^iinkii 
“ hilsn-i bedi ‘” e$siz giizellik anlamina gelmektedir. Halbuki “ hilsn-i bedi‘ 
” ibaresinin devamindave baglacindan sonrayer alan “leb-i la'li §irin” 

ibaresine bakildiginda, misrada sevgilinin iki ozelliginin art arda siralan- 
mi§ oldugu goriilmektedir. Bunlardan birisi “ hiisni bedi'\ yani “giizelligi 
e$siz” ve ikincisi de “leb-i la‘li §iriri\ “yani lal dudaklari pek §irin” sifatla- 
ndir. Divanin yazdi$i esnasinda, “hiisn” kelimesinin sonunda bulunmasi 
gereken (ya) harfinin yanli§likla yazilmadigi anla$iliyor. 


Gorsek ol gonca-lebi <;ak-i giriban ideriiz 
Giil yiiziin yadina bulbul gibi efgan ideriiz 

Haste dil kapuna varsa n’ola timar ister 
Yine bu derde anun derdine german ideriiz 


rj u ,, 


(■■■) 


Mihriin ey hiisn [i] bedf 1 2 3 if leb-i la'li $irpi 
Kissa-i Hamzagibi algmealestan ideruzT 

f y '/ y a 

Kametiiii ^evkr‘alem-vef ne Itadar olsa Gy an 
Dilde raz-i dekeniin sirrmi pinhan idexiiz 

X / /Vr' 

‘Avniya ger$i oliim^iiQ^f^ rnti^kil i^cliir 
Gamze-i dilber ile biz am asan ideriiz 
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29. §iiR 

1. O gonca dudakh sevgiliyi (ne zaman) gorsek, yakamizi yirtar ve o 
gill gibi (giizel) yiizii anarak bulbulgibi feryatfigan ederiz. 

2. (Ey sevgili); hasta gonliim senin kapina gelmipe, bunda ne var? 
(Bigare), hastahgina §ifa ariyor... Biz onun derdine ancak yine bu 
kapida derman bulunacaginajnaniyoruz. 

§air, a$k derdine tutulrnuf'gonlilne^ncak sevgilinin kapisinda 
derman bulunacagim soyliiyor. Goniil kara sevcjaya tutulmu§ hastaya 
benzetilmi§; sevgilinin kapisyise iiastahane gibi]du§imulmu§tur. 


3. Ey, guzelligijypiz ve lal dudaklarv pek firm (olan sevgili); biz 

sana olan a§k ve mtfaabbetimizi, H'z. Hamza kmasi gibi butun aleme 
destan edecegiz. ^ ^ 

Sevgilinin e§siz giizejk^ ile^pikl)ir1ralkdiikayesi olan Hz. Hamza 
kissasi arasinda kurulan ilijld/lber [ikisitiin de insanlar arasinda cokca 
konu§ulmasi ve dillere destan olu§u sebebi iledir. 

4. (Ey sevgili); uzun ve mevzun boyuna duydugumuz arzuyu bayrak 
alemi gibi a$iga vuruyorsak da, dudagimn sirrim gonlumiizde gizli 
tutuyoruz. 

Sevgilinin boyu, uzunlugu ve diizgunliigu sebebi ile bayrak 
alemine; dudagi ise, yokluk derecesinde kiicjuklugu ve icinden en 
e§siz sozlerin, hayat verici vaadlerin gikmasi sebebi ile, gizli tutulan 
sirlara benzetilmijtir. Bir de, birinci misrada gecen “fevk” ile jaraba; 
ikinci misrada gecen “raz-i dehen ” ile de esrara telmih yapilmi§tir. 
(^iinkii §arap kadehi, icindeki §arabin parlak kirmizi rengi sebebi ile 
bayrak alemi gibi kendini gosterirken; esrar ve afyon gibi uyujturucu 
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maddeler yaldizli kagitlarin arasinda ve muska gibi gogsiin iizerinde 
gizlenerek ta$imr. Bu arada, esrarin bir adimn da “dilber dudagi” 
oldugu unutulmamalidir. 

5. Ey Avni; her ne kadar Slum dunyamn en zor i§iyse de, biz onu 
sevgilinin gamzesi ile kolay hale getirmekteyiz. 

Burada soylenmek istenen husus, sevgilinin gamze oklari ve 
kiliclarinm oliimden daha beter acdar verdigi ve oliimiin onun 
yaninda kolay bir i§ oldugu diijiincesidir. Sevgilinin gamzesinin 
kilicina hedef olan a$ik icin oliim artik kolay bir §ey haline gelmi§tir. 
Ancak “ gamze-i dilber” tamlamasinin aym zamanda esrarin adi 
oldugu diijiinulecek olujsa 1 , bc^hhf, ^srar ve afyon gibi uyujturucu 
maddelerin aci ceken olum has talari acin agri giderici olarak 
kullamlmasi olayina da telmihte / bulunuldugd-soylenebilir. Ayrica 
sevgilinin gamzesinin kilic vyhjajicyr^gjbi kesicjjaletlere benzetildigi 
hususu goz oniinctjbulundnruk .ugtmcja, beyktfc kilic veya hancer 
yardimi ile intihar^gjtme olayina (Id eskiler bond “hanqere dti^mek” 


diyorlardi) da i$aret'«dildigi^oylpnebylir. 

/ / / 


1 Ahmet Talat Onay age ., s. 15 5. 
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1. We see those rosebud lips and tear at our shirt. We think on that rose 
face and cry like the nightingale. 

2. My love, if my sick heart comes seeking health at your door, what of 
it? We know the only cure for its pain lies behind that door. 

Here, the poet states that-the,Jour’s heart, smitten with the pain 
of love, can only find it/qrre'arthetipbrypf the beloved. The heart 
is likened to a person sick with rheWicholia, with the beloved’s door 
being imagined as a-hospital/ / / 


3- O, your beaufyis matchtesp, andyotgr ruby hpp so sweet. Well make 
our love for you an fpic to the world, one worthy ofihe story of Hamza. 

“Hamza” is Hamzjtjhn Abd akMuftaljb - also known as the “Lion 
of God” and the “Liombf/Tariidi s/’ - wh6 wps the paternal uncle of 
the Prophet Muhammad and'who waTfamed for his bravery In this 
couplet, the relationship between the matchless beauty of the beloved 
and the epic hero Hamza is established on the basis that both of them, 
for their different qualities, achieve renown among men and are much 
talked of 

1 In Kemal Edip Unsel’s edition of Avni’s collected poems, the phrase hiisn-i 
bedf “matchless beauty”) in the first hemistich of this poem’s 

third couplet was changed to hiisni bedf (gjb “his/her matchless 

beauty”). When the subsequent part of the hemistich, linked to this part 
by the conjunction u (“and”) and reading leb-i la‘li §irin (“his/her sweet 
ruby lips”), is taken into consideration, it is clear that two of the beloved’s 
attributes are being listed one after the other: the first is hiisni bedf, and 
the second is leb-i la‘li §irin. From this, we understand that, when the 
poems were being written down in the manuscript, the necessary letter ya 
(i_j) was left out by mistake. 
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4. My love, however high we raise the standard of desire for your 
lithe form, we still hold in our heart the secrets of your lips. 

Here, the beloved’s stature is likened to the height and straightness 
of a flag standard, while the beloved’s lips are likened to well-kept 
secrets owing to their small size and to the beautiful words and life- 
giving promises that issue from them. Besides this, the word “desire” 
(jevk) is an allusion to wine, while the word “secrets of the lips” 

( raz-i dehen\ lit. “secrets of the mouth”) in the second hemistich 
alludes to hashish and opium. This is because the wine cup shows 
off the deep red color of the wine inside it, just as the flag standard 
shows itself for all to see; while nap colic drugs such as hashish and 
opium were placed betweep-gilt paptrhipd hung on the neck like 
talismans in order to hide them/liky secrets. It^should also be noted 
that one euphemism jused fqr hashish'was “hdart-stealer’s lips” ( leb-i 
dilber, cf #3215). —i ^ 

— 1 / \ ( / ~~ J 

5. Avni, howevcr hard our work of love mafbe in this world of 
death, that heart-stedkr’s glanjte m/ikesft easy fek)us. 

What is being referral teh i n /fhis/pcrUpl et is the fact that the 
arrows and swords of the bekhTd’s glared produce a pain worse than 
death, which is thus comparatively easy to endure. For the lover 
who is the victim of the weapon that is the beloved’s glance, death 
has thus been made easy. However, it should also be noted that 
the noun phrase “heart-stealer’s glance” (gamze-i dilber) was also a 
euphemism applied to hashish, 1 in which case it can be said that 
there is an allusion to the use of hashish, along with other narcotics 
such as opium, as an analgesic for terminal patients suffering great 
pain. Additionally, there is a reference to suicide - once known 
colloquially as “falling on the dagger” ( hanfere dii^mek) - hidden in 
the verse through the fact that the beloved’s glance is here indireedy 
likened to a cutting weapon such as a sword or dagger. 


1 Ahmet Talat Onay, op. cit., p. 155. 
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1. Hiisn ile cananlar i<jre can-i canandur Veyis 
§erbet-i la'liyle dil derdine dermandur Veyis 

2. Aglamaz can biilbiili $imdengirii feryad idiip 
Bag-i dilde hiisn ile bir yerd-ii handandur Veyis 

/ <!/ Cf 

3. Nice mamur olmasun dildniilki ‘adl ii cjad ile 
Bunca yildur 1dm gondl tantinda sultandur Veyis 

g /y/ § 

4. E$k-i ^e^miinkjerab u bragru^ii eyle kebab^ 

Ey dil-i a$ufte-£un bir^icejnitihniandugyeyis 

5. Avniya $iin devletel \4/dij krigihnian oldi yar 
Fursati fevt itme kim bin cana erzandur Veyis 


1 (30). AE /10a. 

2 kebab : AE MNZ 530, 33a. 
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30. §IIR 

1. Veyis, bu guzelligi ile, sevgililer arasinda can gibi (aziz)dir ve 
dudagimn ferbeti ile de goniil derdine dermandir. 

“Veyis”, Arapca “Uveys”in Tiirkyede kullanilan §eklidir. Erkek 
ismi olan Veyis, klasik Tiirk edebiyati metinlerinde sevgili yerine 
kullanilan coksayidaki anonim (serybolik) isimlerden birisidir. Klasik 
§iirin temelinde bulunait tasayvuft(platpnik) a$k anlayiji icerisinde 
mutlak giizelligin yansimasi olaiysevgili tipi en mukemmel giizellik 
olciileri ile erkek cinsinde kendi^ortaya koyan Fatih’in §iirlerinde 
erkek kimligi ile kaF^imiza yd^arrsevgijEtipi dednecazi a§k-ilahi a$k 
birlikteligi icerisinde aiilarnlanylirilmaypgerekenjiir husustur. 

2. Can bulbiilunybundan boy,e artik ferypt edip aglamayacak. 
( s !unku Veyis, guzelligtrle j}ir giplgib) gorytupnun bahfesinde aqmiptir. 

3. Kalbimin ulkesi (ilrtik)!acM,ejdne r'hsan ile nasil bayindir hale 
gelmesin ki, Veyis bunca yildir gontiimun tahtinda sultanlik yapiyor. 

4. Ey benim filgm veperpangonlum; Veyis senin bir gecelik konugun 
olduguna gore, (ona) gdzya§larim §arap; cigerini de (kebap) olarak sun! 

A§ik, bir gecelik bile olsun kendine konuk olan sevgiliyi 
agirlamak icin ona a$kin ve arzunun ateji ile yanmi§ cigerlerini kebap 
yapmakta; ayrilik acilan ile gozlerinden dokiilen kanli gozya^larini 
ise $arap olarak sunmaktadir. 

5. EyAvni; talihinyavergitti ve sevgili senin konugun oldu. (Aman), 
sakin bu firsati kafirma (da camm ona kurban olarak sun)! (piinku 
Veyis if in bin can feda edilse yine azdir. 






Diwdn of Sultan Mehmed II with Commentary - 30 | 2 67 


30 


1. The beauty of Veys makes him the beloved of beloveds. The 
ambrosia of Veys’ ruby lips is a cure for the pain of the heart. 

“Veys” is the Turkish form of the Arabic proper name Uways. A 
male name, Veys is one of a number of symbolic, archetypal names 
used in classical Ottoman poetry to refer to the beloved. In the 
context of the platonic Sufi ideal cjf lgve so often used in Ottoman 
poetry, the most perfects measure -btUepapf is reflected in the male 
sex, the ideal type of the beloved/and theTest reflection of absolute 
beauty. In the poetry of Avni, /tb£ male bgldved is perhaps best 
thought of in the cajftext of^umtiVe^divine love. 

2. No more wiltjhy soul’s 'nightingalepveep and wail, for the beauty 
of Veys blooms like arrpse in the garden of my hearp. 

3- How can the landofmypear) riot prosper thkh justice and largesse? 
Veys has so long sat ana -uled opt the/thrphiep)f my heart. 

4. Veys is your guest tohiightf, ja offcrptp’y&ur tears as wine and your 
liver as meat, O love-mad heart! - 

In this couplet, the lover entertains the beloved - who is a guest 
in the house of the lover’s heart, even if only for one night - by 
making a roast {kebab) of his own liver 1 in the fires of love and desire 
and offering up as wine the bloody tears he cried during the period 
of separation from the beloved. 

5. Avni, your dreams have come true and your love is your guest: 
seize this chance and sacrifice to Veys a thousand times your heart. 


Translators Note: In traditional Islamic medicine, the liver was seen as the 
physical source of excessive passion, according to the theory of the four 
humors, which stated that an excess of black bile, produced by the liver, 
led to heightened passion (and thus, love) and even to melancholia and 
madness. The livers thus “burning” with passion is often compared to the 
roasting of a kebab. 






Sul- 


1. Yiiziin giilzari $evkinden goziim havzi piir-ab olmi$ 
Iki goziim kabagi seyr ider anda habab olmi$ 


2. Heva-yi ‘i$kun i^re murg-i cam sayd kilmaga 
Ser-i ziilfiin anun ^engajidiiijziijfun ‘ukab olmi$ 

s' s £) 

3. Kerahetdiir mey i^mek di/u esrara riza yirdiin 


Hezar ahsentYsufi haykce re y-i savab 6Imi$ 

////'/ 2 ^ 


4. Rakib-i s 
Tenezziil 


i ' / 

i seg umjii askant y i/a varaldan 

ill eylenpez ajiklarajan-cenab oLttji? 




5. Kiyamet kameti iizre 4(bPyKgvsbr -1 la‘lin 

Goriip can buldi ‘Avni sanasan yevmii’1- hisab olmi$ 


1 (31). AE /10b. 

2 Aslinda “ absent ” olmasi gereken bu ibare istinsah hatasi sonucu metinde 
“absent!” §eklinde yazdmi§tir. 
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3i.§iiR 

1. (Ey sevgili); gozumun havuzu, senin yuzunun giil bah^esine 
duydugum arzu yuzunden (akan gozya$lanndan) su ile doldu. Goz 
kapaklarim ise, o havuzda hava kabarciklari gibi yuzmekte. 

“Kabak ” kelimesi, aslinda, yiizme bilmeyenlerin batmamak 
icin bellerinin iki yanina baglacjiklari kurutulmu§ su kabagmi 
veya bu su kabaklarindanTcesilerek-^ppian ma^rapa veya kadehleri 
anlatmaktadir. Metinde goz kapagi manasinda kullanilan “kabak”, 
ayrica iham (tevriye) ^yolu ile, yii^rfiede kullanrian kabagi ve kadehi 
de hatirlatmaktadirT'/ '/'/'/ ^ 


.—J ' / 

2. (Ey sevgili); spun ziilfiirt, a§knmhavasi ipmde (uqan) canimm 
ku§unu avlamak ipnfair kartalolmu§tur. Zulfuriiip ucundaki kivrimlar 
ise, o kartalm pen^esindeki (engyUerdir. 


r, 


ve 


“Heva” kelimesi, ha\a b^lugpn'ifn, di^tfuda; a$k, sevda, heves st 
arzu anlamlarina da gelmektedir .(^engaE ise, kartalm pencelerinin 
ucunda bulunan ve cengele benzeyen tirnaklari anlatmaktadir. 

§air, canim (ruhunu) ku§a; sevgilinin ziilfiinii kartala; ziilfiin 
ucundaki kivrimlan ise, kartalm pen^elerine benzetmi§tir. Gonliinii 
sevgilinin ziilfiine kaptiran a$igm durumu, acimasiz avci kartalm 
pencelerine dii§en zavalli bir ku§un iimitsiz hali ile tasvir edilmi§tir. 

3. Ey sofu; “(aleni olarak) §arap icmek dinen (irkindir. ” diyerek, 
gizlilige (gizli gizli igmeye veya esrar kullanmaya) nza gdstermi§sin... 
Sana binlerce aferin! Dogrusu ne de isabetli birfetva vermi^sin oylel 

4. O kopek rakip, sevgilinin engine kapilanah beri ululanmaya 
ba§ladi. (§una bakin), buyukadam olmu§da, a,§iklara tenezziiletmiyor! 
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1. My Love, the pool of my eyes is full of tears from desire for the 
rosegarden of your face; the Lids of my eyes float Like bubbles in that pool 
The word kabak - here translated as “lids” - refers both to the 
dried gourds that would be tied to the hips of non-swimmers so as 
to prevent drowning, and to the tankards or cups made from such 
gourds. As such, there AS an ^amhigpous double meaning ( ihdm , 
tevriye) in the phrase “the lids ofyny eycs-'(iki goziim kabagi)'- while 
the eyelids (gozkapagi) are the primjdy meaning/both the gourds used 
in swimming and tfi&gourd^isep for/lrinking aje also being evoked. 


2. My Love, youfibcks are hptvks, (hurj/ing the bipd of my heart flying 
in the air of love, af\d your curLs are claws, poifd by the hawk for the 
catch. / / / ' ^ 

The word heva - here/fran^lated a£ “air”Vmeans both the empty 
space of the sky and love, lust, dr cldsire, while the word gengaL - here 
translated as “claws” - refers to the hook-like talons of birds of prey. 

In this couplet, the poet likens his soul or spirit to a bird, the 
sidelocks of the beloved to a hawk, and the curls on the end of the 
beloved’s locks to the hawk’s talons. The condition of the lover, whose 
heart has been captured by the curls of the beloved, is envisioned as 
identical to the desperate state of a bird that has been caught in a 
hawk’s talons. 

3- Hey zealot! You said “Drinking wine is abominable" and so made 
us drink in secret. Bravo a thousand times over! What ape feet ruling! 

4. My rival, that dog, he’s been raving since he came to my love’s door. 
What a bigshot he is, not bothering about us loi>ers! 






Fatih Divarn ve §erhi -31. Stir 


The infinitive form ulumak of the past tense verb uhidi - here 
translated as “raving” - means “to become arrogant or conceited”, but 
is also an onomatopoeic verb evoking the howling of a dog. Here, the 
poet - who openly uses the word “dog” (seg) to refer to his rival in love 
- also uses this ambiguous double meaning ( iham , tewiye) of the verb 
ulumak to redouble the force of his insult. 

5. There above the apocalyptic beauty of your form, Avni sees your lips’ 
paradisal waters and comes back to life on this Day of Reckoning. 

The apocalypse ( kiyamet ) is the great event representing the end of 
life in this world and the beginning of life in the world beyond. On 
the day of the apocalypse^ all of the world’s dead will be brought back 
to life and stand before God, there to Wve^all of their deeds weighed 
and subsequently to begin theirlife-fin heaven/ir in hell. In Islamic 
sources, this day is sopietimeS given the name yawm ad-din or yaurm 
al-hisab , meaning The day ft religion and “tfiej day of reckoning” 
respectively. / /If/ 

In this couplet, Avni.describes pie byloveds stature as “apocalyptic”, 
and compares the beldvtfd’s lips tcy th/\yaters of the river Kawthar 
(Turkish: Kevser) - here fixan^lated as, y “paradisal waters” - which is 
believed to flow in heaven (cf #61/4, #66/4). The stature of the 
beloved is likened to the apocalypse owing to the fact that lovers who 
see the beauty of that stature immediately begin to quarrel with one 
another, a quarrel reminiscent of the chaos that will be experienced 
on the day of the apocalypse. There is also a consciously employed 
etymological relationship between the word kiyamet and the word 
kdmet, here translated as “form”; this is a rhetorical device known as 
i§tikak (lit., “derivation, etymology”; cf. #19/2). 

The poet, seeing the wet lips of the beloved crowning the beloved s 
apocalyptic form and likening them to the waters of the river Kawthar, 
grows as fevered as if the Day of Reckoning has come, and his heart, 
nearly dead owing to the pain of separation from the beloved, feels as 
if resurrected. 
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1 (32). AE /10b. 
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32 


1. Look how lovely that beauty with rosebud lips has grown! Once a 
mere sapling, and now a cypress to ornament the heart! 

2. I tested the sweetness of my soul’s deep desire and knew those lips’ 
honey lay ready on beauty’s table. 

The infinitive form sormqk of tjie past tense verb sordum in this 
couplet - here translated" as “tesied”-ijjaiy mean both “to ask” and 
“to suck”. / 

/ , 2 - 

3. Everyone is wdtJhingfifr the neifmoon’s first, crescent, waiting for 

Eid to begin - but me\ I’m watching m/loye’s brow y a sight like no other. 

— r / \ { / 

The beginning "Juid end of the month of Rafnadan are counted 
from the first appearance op thy nojizon of-t'he first crescent after 
the new moon, whicfi^appea/nc/ is /tiled ' “sighting the crescent” 
(; rii’yet-i hilal). The appd^anhpyoTthe; etescent moon marking the 
end of Ramadan also signals the beginning of the festival of Eid 
al-Fitr, during which - after a month of fasting - Muslims can once 
again freely engage in joys and pleasures such as eating and drinking. 
In this couplet, Avni depicts everyone waiting expectantly for the 
crescent moon marking the end of Ramadan, except for the lover, 
who is instead witnessing the great beauties of the wholly different 
world of love by gazing on the crescent-shaped eyebrows of his 
beloved. 

4. I’m not the only warbler on the corner of my love’s street: even the 
nightingale is there, singing and mad with desire for the rose of that 
face. 
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5. Avni, you’ve been dumbstruck since seeing those honeyed lips. 
How sweet and fresh they are, like sugared halvah! 

The compound verb hayrdn olmak - here rendered as “to 
be dumbstruck” - also has the meaning of “to be intoxicated on 
hashish”; there is thus a relationship established between hashish and 
the beloved’s lips, and it will be recalled that one euphemism used 
for hashish was “heart-stealer’s lips” ( leb-i dilber, v. #29/4). There is 
also an allusion here, through the words hayrdn and sukker (“sugar”), 
to the desire to eat sugary foods that is felt by those intoxicated on 
hashish. 
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1. Gozleriim hak-i der-i dildar ile pur-nurmi$ 
Hatirum zahm-i firak-i yar ile mesrurmi$ 

2. Hane-i dil kim harab olmi$ sanurdum ben am 
Ol cefa mimarinun tarhi-y-i^e ma‘murmi$ 

s' ±/ rJ 

3. N’ola ser-gerdan olursa zefre^ve§ uftadelyr 
Giin gibi ol meb-likai>un ^ohreti me$hurrm$ 

3 yy y | 

4. Kesret-i meydep suda‘ t/iip rierrtaza (pkmadi 
Zahid-i hod-bga bu ozriykj meger ma‘^rmi$ 


r* / / 


ma^yrmi? 


Her zeman ruhsarifia bSfljolur r gntf-i"siyah 
‘Avniye gostermeyen giin ot $eb-i deycurmi$ 


1 (33). AE /11a. 
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33. §iiR 

1. Gdzkrim, (sevgilinin) e§iginin topragi ile nurlanmig hatinm ise, 
onun aynhgi yarasmm kadehi ile keyifler siirmekte... 

Divan §iirinde sevgilinin ejiginin topragi, siirme gibi dii§iiniiliir. 
Surmenin de goziin gorme kabiliyetini artirdigina inanihr. Yine, 
klasik edebiyat metinlerinde viicutta (sinede) meydana gelen kanli 
yaralar ile ilgili olarak da “jarap^ dolu kadeh” benzetmesine cokca 
tesadiif edilir. , _ ^' 


fi 


/ 


2. Goniil hanesini ben hep hctrdp olmu§ saj&rdim; halbuki o cefa 
(denen) mimarin diwenlemesi,de ynamuj/hale geiirilmiy 

Beyitte bahis dcjmusu 'edjle'h 1 cej#”, seygjliden ayri kalian 
sebep oldugu eziygfc ve sikintilan anlatir. Cgfa, beyitte mimara 
benzetilmijtir. Bu <®fa mi/nari, a$rgin ayrlhktan harap olrnu? 
gonliinii diizene sokiriakta, sytsleiptektfd ye' boylelikle sanatiyla onu 
mamur hale getirmektedir. Bjitiin btmjar bide a$ki hatirlatmaktadir. 
Divan jiirinin dii§iince diinyasi- lyinde 90 k onemli bir konuma 
sahip bulunan a§kin, sebep oldugu gam, keder, cefa ve eziyet ile, 
a$igin aynliktan harap olmu§ goniil hanesini bir mimar gibi tamir 
ettigi, siisledigi ve onu bayindir hale getirdigi kabul edilir. Ajagiya 
aldigimiz ve ilki yine Avni’ye ait olan iki beyit klasik edebiyatimizin 
estetik sistemi iyerisinde “a^k”, “mimarlik” ve “sanat” kavramlan 
arasinda kurulan anlam ilijkisini a^ikca gostermektedir: 

‘I§ka dayandum bela vii mihneti fikr itmediim 
Sanatinde gah olur aciz kalur iistadlar 1 
Goniil bir beyt-i mamur u safadtr ‘a$k miman 


1 G. 31/5. 
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Yatur amma ki yimdi bayka barm bayka divari 1 

3■ O ayyuzLiinun $dhreti gune$ gibi a§ikar iken, diifkun ajiklarmin 
zerreler misali (onun etrafinda) donup dolaymalarma §a$ihr mi?.. 

Beyitte, klasik edebiyatm temel mazmunlarindan biri olan 
“giiney-zerre” iliykisine telmih var. Giineyin yaydigi isi ile harekete 
geyen tozlarin 151 k huzmeleri icindeki ucuyan goriintiisii, varligm 
en kiiyiik parkas 1 olan zerrelerin giineye dogru hareket ettikleri 
yolundaki batil bir inamya yol agmiytir. Burada da sevgili, giiney; 
ayiklar ise giineye dogru harekete gecen zerreler gibi diiyiiniilmiiytiir. 

4. Kendini begenmi} zahit, 0 kadar cok§arap (sdziinii) agzina alarak 
(icki aleyhine konu§tu kv)4 baj^d^asirpajputularak namaza gelemedi. 
Galiba zahit bu dzrunde hdkh imi§. 

Metinde geyen “kesret-i meyfydbascsl, beybm mana biitiinliigii 
itji nde, 90 k icki ipmekten /zjyadp; Addnin 90 kya soziinii etmek 
anlamina gelir. CAmkii zahmin Aykb lYniesi dfe^il; iyenleri fazlaca 
eleytirmesi ve bu iykygevezeligmi baprtiasi soz kojiusudur. Gercekten 
de Arap^a “ kesret” >ke limesinibir, yeyin -kpkya soziinii etmek, 
yani onun gevezeligirri ^aprpak ^nlaynl ^da bulunmaktadir. Avni, 
iyki aleyhine ileri gerFkbnu^an zahidkyfiyki soziinii agzina yokca 
almasindan, yani onun gevezeligihi yapiyor olmasindan dolayi) 
iykiyi fazla kayirip sarhoy olan ve bay agnsina tutulan bir insan gibi 
tanitmakta; bu bay agnsini onun cemaat namazina gelemeyiyinin 
meyru mazereti gibi gostererek ham sofuyu kinayeli ve alayci bir 
yekilde eleytirmektedir. Ayrica beyit, zahidin gizli gizli yarap ictigi 
ve bu yiizden namaza yetiyemedigi yolunda da iistii ortiilii bir ima 
tayimaktadir. 

5. (O sevgilinin) siyah zuliifleri hep yiizune perde oluyor. (Meger) 
Avni’ye gun yiizii gostermeyen, i$te 0 karanhk gece imi§. 

Sevgilinin yiizii giineye; yiizii kaplayan siyah ziiliifleri ise giineyin 
goriilmesine engel olan karanhk geceye benzetilmiytir. 


1 §eyh Galib Diveim, k. 15/1. 
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1. My eyes are radiant with the dirt from my love’s doorstep, my 
heart’s cup full with the fine blood of separation. 

In classical Ottoman poetry, the dirt or dust on the beloved’s 
doorstep is thought of as kohl for the eyes. It was believed that the 
application of kohl strengthened one’s power of vision (v. #70/3; cf 
#12/4, #51/5, #63/1, #V2l found in this couplet’s 
second hemistich - namely, thy likening of the bloody wounds 
opened up in the lover’s chejt td/Taip full ofwvine - is also a very 
common one. '/'/'/ 7-7 


2. I thought myJheart’s hofise had fallen into 1 ruin - yet it’s been 
restored by the architect of pain. J y 

The “pain” icefa) fcfcrref to/in yips couplet is the torment 
inflicted on the lover through^epajapon from the beloved. Here, 
pain is likened to an architect: this “architect of pain” ( cefa mi'mari) 
restores and decorates the heart of the lover, which has fallen into 
dilapidation due to separation, and in this way uses art to renew 
the lover. This is a very important conceit used very frequently in 
classical Ottoman poetry: love - though it is effectively the cause of 
sorrow, anguish, and suffering - is also the architect that restores and 
renovates the lover’s ruined heart ( cf. #21/3, #57/4, #65/1, #69/1). 
The two couplets below, the first of which is Avni’s and the second 
of which Shaykh Ghalib’s, clearly show the relationship established 
in the aesthetic system of classical Ottoman poetry between the 
concepts of “love”, “architecture”, and “art”: 
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Buttressed by love, I failed to see its pains and sorrows 
Master craftsmen’s work, indeed, can at times be shoddy 

l§ka dayandum bela vu mihnetifikr itmedum 
San'atinde gah olur 'aciz kalur iistadlar [v. #21/5] 

* 


The heart’s a well-built house of ease and built by love 
But different are its walls, different its dome above 


Gonul bir beyt-i ma 'mur usafackf ) 

Yatur amma ki fimdi bdjka bapm baykti-dh 


mi man 
"ivarl 

/ 


moon 


3■ So what if falter/ lovers Yf>in madly rpund hkp motes of dust? That 
-faced beauty sfikme is cl/ar a/dafi. _ 


In this couplet, ytherc is an allusidn to oneypf the fundamental 
conceits found in classical Otjtomjtri ppetry: thcfrelationship between 
the sun {gun , gunef) anc) mopes ofdysb (zerre). The appearance of 
dust motes, made to move b/;th<P h6ap ctf die sun, within the sun’s 
slanting rays of light gave rise to ahelief that dust motes, the smallest 
elements in creation, were thereby attempting to move toward the 
sun. In Avni’s couplet, the beloved is imagined as the sun, while 
lovers are figured as the motes of dust moving toward that sun. 


4. The canting zealot spoke so much of wine his head ached and he 
missed his prayers. There’s a fine excuse. 

In the context of this couplet, the noun phrase kesret-i mey, 
literally meaning “abundance of wine”, and here translated as “so 
much of wine”, means not the drinking of an abundance of wine, 
but rather talking excessively about wine. The religious zealot 
(zahid), after all, does not drink wine excessively, but instead levels 

1 §eyh Galib Divam, kaside# 15/1 






Fatih Divam ve §erhi - 33. §iir 





constant and excessive criticisms against the drinkers of wine, and 
in fact, the Arabic word kathrah (Turkish: kesrei) does contain the 
meaning “speaking constantly of something or someone” or, in other 
words, always prattling on about something or someone. Here, Avni 
reimagines the zealot raving against the evils of wine as someone 
who has drunk too much and got a headache, causing him to miss 
his daily prayers at the mosque; envisioning this as a legitimate 
excuse for missing prayer, Avni thus levels his own sarcastic criticism 
against this zealous ascetic. Moreover, there is an implication here 
that such religious zealots actually did drink wine in secret and, 
consequently, missed their prayers .j 

5. Black curls veil that beauty’s face/sodhat’s the night that’s been 
hiding the day from Avni! y 

Here, the beloveds face i^hk^r^daxj/the sun^with the dark locks 
of hair covering theHpeloved^sfacebein»dikcncdto a dark night that 
prevents the sun frqjh being seen| f yf> 


/ / 
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1. Behi$t gibi oldi harabat sahni vesf 

Ki anda mug-be^eler var ki hur-$ekl ii bedf 

2. Nesim-i ruh-fezasiyla cihet memlu 
Ya car fasl hevasi misal-j fasl-,i rebf 

- m-\ 

< 

/ y q 

3. Safa-y-ile ire mi anda tire-diksufi ^ 
Meger miibeddel ide eyliige hisal-i $enf 

5 /'// § 

4. C^ii diird-ke§ ki ola andYcdrja nu$ eyler—j 


Bin olsa curnyyera' bir latifd-y-ile §efi 

C y ' / it c ''y 

5. O miilke vii anun ehluTfe^r^ ^^nf 
Bu devr ehline bakma eger - $erif ii vazf 


1 (34). AE /11a. 
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34. §iiR 

1. Meyhane avlusu (bana) cennet (bahfesi) gibi genif gorundu. 
Orda, hurt misali epiz (guzellikteki) meyhaneci firaklan dolapyor. 

Bu gazelin butiinii, meyhane mazmunu altinda mecazen tekke ve 
tasawuf hayatini anlatmaktadir. Meyhane tekkeyi; §arap ilahi a^ki; 
meyhanede hissedilen §arap kokusij tekkeden yayilan manevi havayi 
ve ilahi a§k co^kusunuf meyhanfeci/jpyhi; mugbe^e (meyhaneci 
(jiragi) miiridi ve i^ki miiptelasi/meyhane miidavimleri de tasawuf 


yolunun salikleri olan dervideri femsil etmektedir. 


2. (Oradan esetE'pe) cano/can^katan ruzgdr(m giizel kokusu) ile 
her taraf dopdoluduxrYa if tardfin da brdunan dart bolumOnlar da 
ilkbahar mevsimi gibjdir. I ^ pj 

“§e}cihet” iist-alt, 8n-pika,/Sag'^old^(b'aret altiyondiir. Bununla 
“her taraf” kastedilmektediy^^ire r j6re/"ineyhanenin cana can 
katan riizgari, hakiki anlamda meyhanede hissedilen $arap kokusu; 
mecazen de tekke ortamindan yayilan maneviyat havasi, etraftan 
duyulan zikirlerin insana verdigi keyif ve ilahi a§k co§kusudur. 
“£dr fasl hevasi" da, meyhanenin ic tarafinda (muhtemelen dort 
ko§esinde) bulunan dort bolmeyi ve tabi mecazen de tekkenin 
i^indeki odalan anlatmaktadir. “Heva” kelimesi, bilinen anlamlari 
yaninda oyuk, delik, <jukur ve ig kisim anlamlanna da gelmektedir. 
“Fash’ ise yine, perde veya yarim duvarlarla ayrilmi§ boliim, kisim 
manasim ta§imaktadir. Meyhanenin veya tekkenin i^inde bulunan 
boliimler, buralarda ya§amlan alemler sebebi ile, ilkbahar mevsimine 
benzetilmi§tir. 
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3- Bulanik gonullu sofu, (dedikoduculuk ve fitnecdik gibi) kotii 
huylarim iyilige gevirmedikge meyhaneye esenlik ve nege ile gelebilir mi? 

§air burada meyhaneyi cennete tejbih etmektedir. Nasil ki 
insanlar kotii hasletlerini terk etmedik 9 e cennete giremezlerse; 
bulanik gonullu sofu da dedikodu ve fitne gibi kotii ozelliklerinden 
arinmadik^a meyhaneye goniil rahathgi ile giremez. 

4. (Meyhane), orada kadehin dibindeki tortuya varmcaya kadar 
yudumlayanlan bile, ne kadar giinaha batmig olurlarsa olsunlar, kiigiik 
bir iyilikleri sebebiyle gefaatgi makamina yukseltir. 

Yani meyhane (mecazen tekke), insanlari oylesine bir i^ tasfiyeye 
ugratir, oylesine temizler"ki; ojnSarda^. |jece giindiiz i^ki i 9 en ve 
binbir tiirlii gtinaha baum j killer bile Wlsalar; bu i 9 temizlikleri 
ile, yapacaklari onemsiz bir iyihj^IdkAiciik.J'Hr yardim onlari bu 
giinahkar konumlartfidan kynafdigucibi, giirphkarlara §efaat eden 
insan durumuna bylf; yukseltir. “l^ra^kelimesf; Allah’tan korkma, 
takva, dindarlik arrtamlarina geliyorsa da, beyi(tc ku 9 iik, onemsiz 
manasinda “latife’n rtf (iyililyho$luk)/Sifati olariik kullamlmijtir. Bu 
kelime beyitte tevriyeli^arakdtullaiiihhijti'r. 

5. Ey Avni; ister egraftan, uteris agagilik takimmdan olsun, bu 
devrin insanlanna aiding etme de; o (meyhane) mulkiine ve onun 
ehline ulagmaya bak. 

§air, metinde “o miilk ” ibaresi ile meyhaneyi kastetmektedir. 
“Meyhane” de, §iirin ilk beytinin a 9 iklamasinda izah edildigi gibi, 
i 9 inde ilahi a$k jarabimn dagitildigi tekkenin semboliidiir. 

Avni, insanlari iki kisma ayirmaktadir. Bunlardan ilki meyhane 
miilkiiniin (tekkenin) di§inda bulunanlar; ikincisi de meyhane 
miilkiinde bulunanlar, yani tekke miidavimleri olan miiritler, 
miirjitler ve dervi$ler. §aire gore, ister mevki, makam, servet ve saman 
sahibi (egraftan) olsun, isterse siradan olsun, bu devrin insanlanna 
ehemmiyet vermemeli; aksine tekkeye ve tekke miidavimlerine 
ula$maya bakmalidir. 
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1. The tavern’s courtyard seemed as wide as the garden of paradise, 
and the tavernkeeper’s sons were as matchless in beauty as houris. 

Throughout this ghazal, the conceit of the tavern is used as a 
figurative trope for the dervish lodge or tekke, and by extension 
for the Sufi life as a whole. Within this schema, the tavern is the 
dervish lodge, wine is divine iove,-thg / 'smell of wine in the tavern is 
the divine ecstasy and spiritual atmosphere found in the lodge, the 
tavernkeeper is the Sufi shayl^h ctp^piritual guttle, the tavernkeeper’s 
sons ( mugbege ) are th^ shaykrtsxligclpk^/ind theelrunken frequenters 
of the tavern are thejSufi wayfarers or^ervishes? ' 

2. On all sides spread the cool seem oj'a refreghjng breeze. And inside 
the tavern? The very Itkinftss ofpprbig. / ^ > 

The phrase fef cihet -ditgi^Hy [“siX-^hdes^- refers to the top and 
bottom, the front and back, andthe left and right of a given space; 
as such, it means “all sides” of that space, and is here translated 
as such. In the view of the poet, the literal referent of the tavern’s 
“refreshing breeze” ( nesim-i ruh-feza) is the smell of wine in the 
tavern, while its figurative referent is the spiritual atmosphere 
imbuing the dervish lodge, the pleasure brought on through the 
invocation of God ( zikr ), and the ecstasy of divine love. The phrase 
farfasl hevasi) in the second hemistich most directly means “the 
four seasons”, but is used to refer to the four walls of the tavern’s 
interior, which is likely square or rectangular in shape, as well as to 
the rooms found within the dervish lodge. The word heva - besides 
its directly relevant meaning of “air” - can also be used to mean 
a hollow, a hole, a depression, or the interior of something; while 
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the word fast - besides meaning “season” - also has the meaning of 
“curtain” or of a section of a given space that is separated off from 
the rest of the space by low walls. The interior divisions of the tavern 
or dervish lodge are here likened to spring due to the experiences 
that are undergone there. 

3■ How can a benighted zealot bring joy there if he doesn’t turn his 
vices into virtues? 

Here, the poet makes a comparison between the tavern and 
paradise. Just as a person cannot enter paradise if he or she does not 
leave behind his or her bad character traits, so can the benighted zealot 
{sufi) 1 not comfortably enter the iavhriywjrhout first being purified of 
such bad qualities as spreading gossip and 'creating dissension. 

4. There, even those who d/tink/to the dregs, though drenched in sin, 
are redeemed by justfyne smatl/virtyte. / 

The tavern - or,-figuratively, life dervish lodge - so purifies the 
people in it that, even if they are people wh^Ojdrink day and night 
and commit any nurrifetj. of sh>s, still, eyhpa seemingly insignificant 
good deed prompted By/fhemspirituakpurily can save them from 
truly being considered a sinner, and can even raise them to the status 
of an intercessor or redeemer for true sinners. Though the word vera 
literally means “fear of God” or “piety”, in this couplet it is used 
with a double meaning ( tevriye ), with its primary use here being as 
a descriptive adjective for the count noun latife - here translated as 
“virtue” - and has the meaning of “unimportant, insignificant”; as 
such, it has here been translated as “small”. 


Translators Note: In classical Ottoman poetry, the word sufi - though lit¬ 
erally meaning “Sufi” - has strongly negative connotations: it indicates 
not precisely a Muslim mystic, as it typically does in English, but rather a 
religious zealot or ascetic who holds to an exceedingly strict interpretation 
of Islamic law and seeks to impose that interpretation on others, despite 
not necessarily adhering to it himself. 
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5. Avni, worry about getting to those premises and joining the people 
there, and don’t give a damn about those outside, whether high or low. 

The phrase “those premises” (o mulk) refers to the tavern, while 
the tavern - as explained above - is a symbol of the dervish lodge, in 
which the wine of divine love is poured out. 

Avni here divides people into two groups. The first of these is 
those people who are outside of the tavern or dervish lodge, while 
the second is those people who are frequenters of the tavern - that is, 
the lodge’s masters, disciples, and dervishes. In the view of the poet, 
one should put no store by the former group, regardless of whether 
they are high-ranking apd/of Wealthy' <pr merely ordinary; instead, 
one should exert all of onek efforts toTegch the dervish lodge and 
its residents. ,■ / 


/ 

/ . 




/ 


/ > 


I'd 
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1. Makam-i me’men-i meyhane pir-i deyr-i $efik 
Kime ki ola miiyesser nasibidiir tevfik 

2. Melal-i devri gonulden reflk-i mey gideriir 
Veil dirig ki yokdur bujdevr ^inde refik 

/ ±/ 

3. Bu meste keyfiyyet-i badedeiysual itmep 
Bell hakikat-i-deryayi kande bile garik^ 


4. Ne denlii zuhd^-i riya haJetilnli gbstersen—4 


Tasawur eyleRie sufi ki eylyyem rasdik:y 

tv ^ 

5. Visalri yar dilersenVen^pl x 
Ki bahs-i ‘ilm ii amel ser-be-ser olur tirzik 


1 (35). AE /lib. 
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35 . §iiR 

1. Emin bir siginak olan meyhane makamina (yikselmek) ve 
tapinak (gibi kutsal durumdaki) bu makamm yapi ve merhametli 
pirine (ula^mak) kime muyesser olursa; (o kip) gergekte Allah’in 
yardimindan nasibini (fazlasiyla) almij demektir. 

Bu gazelde de meyhane mazmunu altinda verilmek istenen §ey 
tekke ve tekke hayatidif." BurailaJ da/Jj)neyhane” ile, tekke; “ya^li 
meyhaneci” ile, tekke §eyfii ve ^meyhancye gelmek” ve “ya^li pire 
ula$mak durumunda^ olan kj$i”^ile c|e, tarik^te intisap eden salik 
anlatdmak istenmij]jbu yola^kebj^mepfn ancakAllah’in yardimi ve 
hidayeti ile olabilecegi ifade edjlmi^tin/ , 

2. Zamamn gonkjierdigi huzrm igkinin yojdppigt giderir. Ama ne 
yazik ki bu devirde arftk yolda$pve a/kad4§ kalrnami^tir. 

Aslinda beyitte §ika 5 ret_^jjepifey^zafnamn insan gonliinde 
uyandirdigi hiiziin ve sikinti ile, diinyada giivenilir bir dostun 
bulunmadigi hususudur. Ancak beyitte, zaman zaman $iddetle 
uygulanan i^ki yasagina da i§aret edilmektedir. 

3. Bu sarho^a §arabin niteliginden sual etmeyin!.. Suda bogulan 
kip, deryanm hakikatini nereden bilsin ki? 

Avni, “§arap” ile sembolle§tirilen ilahi a$kin niteligi ile ilgili 
“derya” yani deniz veya ulu irmak benzetmesi yapmakta; ilahi a$k 
§arabi ile sarhoj olmu§ olan kendisini de bu deryaya gark olmu§ (o 
ulu denizde veya irmakta bogulmu§) birisi olarak tammlamaktadir. 
Beyit Hayali Bey'in “Ol mahiler ki derya predir, deryayi bilmezler” 
misrasim hatirlatmaktadir. 
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4. Ey sofu; riya ve gosteriften uzak oldugunu gosteren davraniflan ne 
denli sergilersen sergile, sakm sana inanmami bekleme! 

Sofunun riyadan uzak oldugu yolunda sergiledigi (kilik- 
kiyafet, soz-sohbet ve oruc-namaz cinsinden) biitiin davramjlar, 
ozden yoksun oldugu ic;in, bir ba§ka jekilde riyaya donii$mekte ve 
dolayisiyla inandiriciligim kaybetmektedir. Birinci misrada ge<;en 
“ ziihd-i riya ” tamlamasi, riyadan uzak durma, gosteriften ka^inma 
anlamina gelmektedir. 

5. Ey Avni; sevgiliye kaviymayi diliyorsan, fend yolunu sef. fiinkii 
(hakikate ulaymak if in) ilim ve amelden bahsetmek asiLsiz bir sozdiir. 

Metinde gecjen ‘'fendf ibyresif yolunu set^en” anlaminda 
tasawufi bir terimdir. “ Fend”, spzliikte ^gec^ici olmak, yok olmak, 
olmek” manalanna geliyorsaxla; fa^avvufta, bk4niir§idin gozetim ve 
denetimi alunda cefitli riyaze^v&apiic^kedelerte^nefsini terbiye eden 
miiridin ulaftigi rufiai nokfayj, tasavvjjrfi hayatijn son merhalesini, 
bu yolculugun soiCduragini anlatir ve “beka^Jcelimesi ile birlikte 
“fena-beka” §eldinde"lyullanijrr. J / ^ 


/ /r\ 

mertcrreve „ 


Mutasawiflara gore^/by^ merpeD'gye/'ulafmif olan miirit, 
Allah’in hakikatinin biitiin b^rilik ~ve fuurunu istila ettigi bu 
durumda, difaridan gelen herhangi bir uyanciyi idrak edemedigi 
ve kendi varliginm da farkinda olmadigi i<jin “fenaii’ 1-fena” halini 
yafamaktadir. Bu hal artik diinyaya ait idraklerin yok oldugu, 
fuurun, bilginin, ilim ve amelin aftldigi -bir anlamda manasizlaftigi- 
bir haldir. 

§air i§te bu tasawufi duygu ve tefekkiir sistemi i^erisinde 
diifiinmekte ve mutlak sevgili olan Allah’a kavufmayi dileyen 
kifinin vecd ve istigrak yolunu (fenailik) se^erek, klasik ilim ve amel 
soylemini terk etmesi gerektigini ifade etmektedir. 
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35 


1. Whoever finds it easy to get as far as the refuge of that tavern and 
the temple of its aged and clement keeper, his lot in life is truly blessed 
by God. 

In this ghazal, the tenor of the tavern metaphor is the dervish 
lodge or tekke and the life found therein. The “tavern” ( meyhdne) 
is the dervish lodge, the “aged anjdr clement [tavern]keeper” ( pir-i 
deyr-i §efik) is the lodge’s Sufi shaykH^dnd the person who reaches 
the tavern and the tavern keeper^ lV the Sufi yrayfarer who joins a 
particular Sufi ordenTn this 7 couplet^ it is stated that one can only 
join an order - andj thus cpdcr'ydn 'fdc Sufi path - with aid and 
inspiration from God. / { / 

2. Wine is a companion rifling thepeart of tone's sorrows. But alas, 
in these times no companion reyiairy. / ^' 

Though the direct ohjecLbfj^ompl^iHt fn this couplet is the lack 
of a true friend or companion to comfort one in times of sorrow 
and hardship, there is also an indirect complaint directed against 
the bans that were implemented on alcohol from time to time, 
sometimes in an exceedingly strict fashion. 

3- Don’t ask this drunkard to describe the pleasures of wine! Can a 
drowning man ever know the truth of the sea? 

Here, Avni likens divine love - symbolized by wine {bade) - to a 
sea ( derya ) in terms of its depth or profundity. The poet characterizes 
himself as one who is drunk on the wine of divine love; that is, as 
one who has drowned in the sea of divine love. The couplet’s second 
hemistich is reminiscent of the expression, “The fish in the sea do 
not know the sea” {Ol mdhiler ki derya igreler, deryayi bilmezler). 
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4. You, zealot! Try as much as you like to prove your piety’s just a 
fagade, but don’t expect me to believe you. 

The behavior of the religious zealot attempting through his 
clothing, his manner of speaking, and so on, to show that he is not a 
hypocrite - hypocrisy being one of the major charges leveled against 
such zealots - loses all credibility and, in fact, the zealot becomes a 
hypocrite owing to the insincerity of such behavior. The phrase ziihtti 
riya in the first hemistich - literally meaning “the piety of hypocrisy” 
or “hypocritical piety” and here translated as “[your] piety’s [just] a 
facade” - refers to the avoidance of hypocrisy and vanity 

5. Avni, if you want union with the beloved, choose the path of 
annihilation, for talk of knowledge andfyotj works is all in vain. 

The word fenai - here translated as “of annihilation” - is a Sufi 


term meaning “one wjto chopses jHe path of arfmhilation”. The word 
is a derived form of fend, which/H totally mearis “to be transitory, 


various mortificationsrofthe tycsh/Fen/f y the final stage on the Sufi 
path, and is often used ihcojdnnytiof^withfhe word beka, meaning 

a 1 • J • 55 « * • >5 

abiding or remaining . 

According to the Sufis, a disciple who has reached this stage has 
had his or her entire self and consciousness imbued by God, and no 
longer takes notice of external stimuli or has any consciousness of 
his or her own existence. This stage is known as “the annihilation 
of annihilation” fenaul-fena). In this state, all worldly perceptions 
vanish and consciousness, wisdom, knowledge, and good works are 
transcended or, in a sense, rendered meaningless. 

In this couplet, Avni is thinking in the context of this Sufi 
perceptive and philosophical system, and as such states that one who 
wishes to unite with God, the absolute beloved, must choose the 
path of ecstasy and rapture and abandon the traditional discourse of 
knowledge and good works. 






1. Bade-i nab ile buldi ruh-i canan revnak 
Guyiya giiller ile buldi giilistan revnak 


2. Ziilf-i miskin ki ruh-i yar ile tabende durur 
§em‘-i piir-nur ile san buldi sebjstan revnak 

3. Dane dane ruh-i dilberde drak goren dip 


Cem‘-i kevkeble ne bulmifmeh-i tabanTevnak 


4. Goricek 
Cuy-bar 


oricek yajutaJ naz ile^almr dfyar ~J 
uy-bar ile bulur serv-i hujaman revnak;, 


0 / ' 


l§idiip nalemi handirucil'Uj pjif|rt)ulur 
Na‘ra-i bulbul ile gonca-i handan revnak 


6. E$k-i 9 e§miimle olur la‘l-i leb-i yar ferih 
Tab-i kevkeble bulur laT-i Bedah$an revnak 


7. Hatt ii hal ile bulur ‘Avni ruh-i yar $eref 
Bablarla nitekim buldi Giilistan revnak 
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36. §iiR 

1. Bahge nasil giillerle giizellegip itibar bulursa; sevgilinin yanagi da 
safgarabin etkisi ileparlakhk kazamr. 

Sevgilinin yanagi giil bahcesine; iijilen §arabin etkisi ile 
yanaklarda oilman kirmiziliklar da, giil bahcesinde acan kirmizi 
giillere benzetilmi§tir. 

G r G 1 
r -- --J V 

2. Sevgilinin siyah ziiliifleri,yanaklaftnm igigi ile panlAiyor... 
Tipki, igd igdyanan mumlarm gegelpyin odayi aydinlattigi gibi. 

Metinde, birincfinisrada^i “^ulf-imiskin” (siyah ve misk kokulu 
ziiliif) ve “ruh-iyapp ^sevgilimn p^rlakyanaklar4}lle ikinci misradaki 
“gem '-i pur-mid (iji) i§xl yarfan njuirb) ve “gebjstdn” (yatak odasi, 

harem dairesi) unsurkri arasmda^itizynsiz leffiinejir bulunmaktadir. 

S/ / / y , 

3■ Sevgilinin yanagfdu / biridmig tfrftja damla ter tanelerini 
gorenler, derler ki: Parlak ay, ^trafmda toplannug yildizlarla 
giizel bir goriiniim almig!” 


ne 


4. Servi agaci, nasil irmagin suyu ile hayat bulursa; o sevgili de, 
gdzyaglanmi gordiigiinde naz ve igve ile salinmaya baglar. 

5. O seigili, aglayip inleyiglerimi duydugu zaman keyifle giiler... 
Gonca da, biilbulun otiigu ile agihp serpilmiyor mui 1 

6. Sevgilinin kirmizi dudaklan, gdzumden akan yaglarla sevince 
gark olur... Tabi, Bedahgan lali de parlakhgin yildizlann igiltisindan 
almiyor mu? 

Bedahjan, Orta Asya’da, Afganistan’in kuzey dogusunda, 
Tiirkistan ile (^in arasindaki bolgedir. Bu memleket eskiden beri 
“la‘l-i Bedahjan” denilen bir nevi yakutu ile ve diger kiymetli ta^lari 
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ile mejhurdur. Ancak bir rivayete gore lal ta$inm Bedahfan’a nispeti, 
madeninden dolayi degil; madenden tpkarildiktan ve nakledildikten 
sonra orada parlatdmasindan dolayidir. 1 Beyitte, ayigin gozlerinden 
akan ya$lar, i§il i§il parlayan yildizlara; bunun karjisinda, sevgilinin 
keyifle giiliimseyen dudaklari ise, gozyafi yildizlarinin iflgi ile 
parlayan Bedahjan laline benzetilmi§tir. 


Z Ey Avni; giil bahgesinin guzelligi nasil boliim boliim olu§undan 
ileri geliyorsa; sevgilinin yanagi da, iizerinde bulunan ayva tiiyleri ve 
benler ile giizellik kazamyor. 

Beyitte “ giilistan ” kelimesi tevriyeli olarak kullandmijtir. §air bu 
kelimenin ikinci anlamv ile ^eyb _Sacjfi-^.§irazl’nin ayni adli ahlaki 
ve didaktik eserini kastetrrfektedjr. “Guliscan”in bu anlami ile beyit 
joyle nesre cevrilmektedir: " Ey 'Agrii; giilistapEadli kitabin guzelligi 
nasil boliim boliim (bab bab) 'oj.muyida'nderi geliydrsa; sevgilinin yanagi 
da, iizerinde bulumth ayva tuylen vedoenler ile giizellik kazamyor"... 
§eyh Sadi-i ^irazi’rrrtj Giilistan seliz KsltimdcTrjJbab) olujmaktadir. 
Sevgilinin yuzundekrayva tiiylerijve lynler, GMistan in boliim (bab) 
ba$liklarina benzetilnriytjr. / / / 

7 -/rJ I r-fi / 


1 Ahmet Taalt Onay, age., s.71. 
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36 


1. My love’s cheek blushed bright from the pure wine, as the garden 
bloomed red with roses. 

Here, the beloved’s cheek is likened to a rose garden, while the 
small patches of red that appear on the cheek when one is under 
the influence of wine are likened tp the red roses blooming in that 


garden 


-L-J r/ 


i > 




2. My love’s bright cheeks lend tf eft gleam to those black musky locks, 
as the dark bedroom, brightdnedfy the candle’s^glimmer 

In this couplet^Jthe phrases dse^black Jmisky locks” {zulf-i 
miskin) and “my love’s bright dfieek;” (ruh-iydrf ip the first hemistich 
are in a relationship-of chiaspnisjor inverted parallelism {leffti ne$r) 
with the phrases “thtfc^ndley glimmg^’ffem '-i piir-nur) and “the 
dark bedroom” febistdn'fi'vjfcjiqcafvf berthstich. 

3. They see the drops of sweat on my love’s cheek and say, “Look how 
the bright moon glistens with a crown of stars!" 

4. My love sways coyly on seeing my tears, as the streamside cypress 
quickens on the water’s edge. 

5- My love laughs lightly on hearing my cries, as the rosebud blossoms 
for the nightingale’s song. 

6. Those ruby lips are buoyed by my tears, as the garnets of 
Badakhshan take their shine from the stars. 

Badakhshan is a region in Central Asia, located in what is now 
northeastern Afghanistan and southeastern Tajikistan. The region 
was anciently famed for its garnets - “the garnets of Badakhshan” 
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(ld'1-i Bedah$ari) - as well as other precious and semi-precious stones, 
particularly lapis lazuli. However, it has also been stated that the 
relationship between the garnet and the region of Badakhshan was 
not a result of the stone’s being mined there, but rather a result of 
the stone’s being transferred there for polishing after having been 
mined. 1 

In this couplet, the tears flowing from the lover’s eyes are likened 
to shimmering stars, while the beloved’s smiling lips are likened to 
Badakhshan garnets shining with the reflection of those tears. 


7. Avni, that mole and soft down hallow the beloved’s cheek, as the 
rosegarden brightens bit bybit.^ ~ -.../ i> 


r ) 


The word “rose garden” (gulisfari) is used with a double meaning 
(;tevriye ) in this couplyt. Apart from phe wordsTiteral referent, Avni 
is also referencing the medic^f P^r$idpdnoral and didactic work The 
Rose Garden (Gulistdh), writtep-bv Sadydf ShiraxjWith this meaning 
in mind, the couplet' can be translated as follows: “Avni, that mole 


and soft down hallow, the TelcAedY check, just as the beauty of 
[Sadi’s] The Rose Gardetlydcv^lo\F from fchtjpter to chapter.” Sadi’s 
The Rose Garden consists oHei^hft^different chapters (bab), and in 
this couplet, the mole and down on the beloved’s cheek - the latter 
indicative of a young man’s passage into puberty - are being likened 
to the headings or titles of each of those sections. 


1 Ahmet Talat Onay, op. cit., p. 71. 
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1 (37). AE /12a. 
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37 . §iiR 

1. (Ey sevgili); toprak senin kadehten yere doktugun tortu ile taze 
ruh ve canhhk kazandigina gore, a$k yolunda toprak olmaktan niye 
korkayim ki? 

Cur’a, su ve §arap gibi §eylerin icildikten sonra kadeh dibinde 
kalan artigidir. Eskiden methane miidavimleri arasinda kadehteki 
bu son yudumu yere dokmek^delLY^rjb.^Bastigimiz toprak sayisiz 
insanin ve rindin 6 lmii§ bedenlepinin zerreierini de ihtiva ettigi igin, 
son yudumun topra^a sa.cilmasi(}tc, Jni viicut4ara ait ruhlara §arap 
sunmak ve onlan mejhnun etrpek.^dolayisiyla oidara bir nevi yeniden 


hayat vermek gibiZbir maksachn giidiildugii anl^ilmaktadir. 1 Ajik. 

t:l Jsil.* - -*_ xi _L.. ~.l _I_ f :l 


oldiikten sonra sevgilinin topraga 


sa^tigi bu son yudum (ciir’a) ile 


tekrar hayat bulacagirja inai>digM 9 in/a$k yoltmda toprak olmaktan 






ifekinmedigini vurgulam&jctadfr. / 

2. Eyvahlar olsun ki, bu deinrde^kah farabin harareti cammi; kah 
sevgilinin yuzunun atepi gonliimu yakiyor. 

“Devr” sozciiguniin zaman ve devir dijinda, §arap kadehi, 
kadehlerin mecliste doniip dola$masi manasi da bulunmaktadir. 
Beyitte her iki anlamda birden kullamlmi§tir. 

3- (Ey seigili); eger atinin terkisinin kayip boynuma dolanacaksa, 
senin iizengini dpmek if in b a firm fedaya hazinm. 

A§ik, sevgilinin iizengisini opmek (ona yakla§mak) icin adeta bir 
av gibi avlandip hayatim feda etmeye ve boylelikle sevgilinin atinin 
terkisinde sallandtrilmaya hazirdir. Bilindigi gibi eskiden avctlar 
avladiklan ceylan gibi hayvanlarin boyunlarma ip gecirerek bunlari 

1 age., s.95-96. 
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atlarimn terkisine asarlardi. §air Sehabi’nin a$agidaki beytinde bu 
adete telmih vardir: 


§u sayd kim ba§in itmi§ feda o fitrake 
Siim-i semendiini opmek diler behane-y-ile 

Ba§im o (sevgilinin) terkisinin kayiyinafeda etmiy olan §u (zavalli) 
av, bir bahane ile atimn ayagini opmek istiyor. 

Aym dii§iinu§, §air Yakimye de §u beyti yazdirmi§tir: 


Ser-nigun olur ser-i siim-i semendin opmege 
Her kacan fitrake assa ol §eh A bufjSr^ikar 

O guzellerin padpahi ne zamdn amni terkisirpin kayi$ma assa, o av, 
atimn ayagimn ucumj opmelTigin baySz^api olur. _ 

y y y ^ 

Gelibolulu Mustafa Ali’yejiitYilan py beyitte ae aym adete i§aret 
edilmijtir: /If 

§ehsiiv 

Nice ‘ujjakun serin frfrakjn?^ 


y. / / / 

§ehsuvarum her kaban naljdre/^gyeylese 






I§te Avni de sevgiliye yakin olmak, onun iizengisini opebilmek 
icin bir av gibi, hayatmi feda ederek terkisinin kayijina baglanmaya 
hazir oldugunu ifade etmektedir. Boynundan baglamm§ olan a$igin 
baft, sevgilinin atimn terkisinde ileri geri sallamrken iizengiye tesadiif 
edecek ve boylelikle a$ik, (a$k iilkesinin padi§ahi olan) sevgilinin 
ayagimn bastigi iizengiyi 6pmii§ olacaktir. Muzaffer bir cihan 
hiikumdarinm, yazdigi bir fiirde sevgilisinin terkisine asilmaya bile 
hazir oldugunu ifade etmesi, ilgin^ bir durum ortaya cikarmaktadir. 


4. (Sevgilinin ayiga karyi takindigi) nazlanma ve tenezziil 
gostermeme tutumunun kahredici riizgan estigi zaman, goklerle 
yildizlar, (tipki havaya savrulan) kiillerle (o kuliin ifindeki) kivdcimlar 
gibi darmadagin olur. 
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Gokyiizii, rengi dolayisiyla kiile; gokyiiziinde parildayan yildizlar 
da, kiiliin iccrisindcki koz parcalarina, yani kivilcimlara benzetilmijtir. 

5. Ey Avni; paramparga haldeki gonlum ile yuzlerce yirtik ve 
yamadan olugmug hirkam fend bahgesinin gulu ve goncasindan nig an 
vermektedir. 

Beyitte diizensiz leffiinejir sanati vardir. A§igin viicudu, fena 
(yokluk, co§ku ve istigrak) bahcesine; paramparga olmu§ gonlii, o 
bahcede bitmi§ goncaya (kalp, §ekil bakimindan acilmami§ giile, 
yani goncaya benzemektedir); Allah’ta fena bulma, maddi varliktan 
gecme dii§uncesinin alamet-i farikasi olan yamali hirka (veya 
feryatlarla ve a$k yiiziind^h acilfn py\.yi z yaralarla yamali hirkaya 
benzeyen sine) ise, yiizlerde yapragi ile cfbahcenin acilmi§ giiliine 
benzetilmijtir. / / .jL,, 

EJ y 7 / / ~ 

§aire gore, a$iginj paramj^cl/go'rd'u ve bcdijn hirkasimn parca 
parca olmu§ hali, vtttudununJenp. pcelderinirvactigi bir giil bahcesi 
oldugunun i 




/ / 
/ 


db 


/ 
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1. My love, the soil is quickened by the dregs you loose from your cup, 
so why should I fear to be dirt on the road to love? 

“Dregs” [curd) are the last remnants left in the cup after wine or 
water is drunk. Among taverngoers in the past, it was the custom to 
pour this last draft on the ground. It can thus be understood that 
this last draft poured on the ground is an offering of wine to the 
souls of the countless dead - and | particularly to lovers who have 
died from love - in thaf theU-feodWJftaye now become one with 
the soil; this offering makes th^souls of'the dead rejoice, thereby 
giving them, in effect, a ney op life. 1 Snrce the lover who is 
the persona of thisjjpem behyVes^be^yttf find Gfe again through the 
pouring out on thS^ground outlie Jast/lraft afief having died from 
love, he has no feaf-df being dirt pn the road tedove. 

2. Alas, fates wheefdurpJapd bprhe/rpy heart and said, now with 
the fire of wine and now~djith fhe\frrvop of mfloves face. 

The noun devr - here translated as “fate” but also used to mean 
“time” - can also refer to the passing of the cup of wine around a 
circle of friends, as the literal meaning of the word is “turning”; both 
meanings are evoked in this couplet. 

3- My love, should my neck be slung like game across your saddle, I’ll 
give my head just to kiss your stirrup. 

Just to kiss the beloved’s stirrup - that is, just to be close to the 
beloved - the lover is ready to sacrifice his life, as if he were hunted 
prey meant to be slung across the saddle of the beloved’s steed. 
Hunters would once string a thong through the neck of caught 
game and hang the game from their saddles. In the following verse 

1 AhmetTalat Onay, op. cit., pp. 95—6. 
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by Sehabi, there is an allusion to this practice: 

This prey gave its head and all for that thong 
With the sole excuse of kissing that hoof 

§u sayd kim bapn itmi§feda o fitrake 
Sum-i semenduni dpmek diler behane-y-ile 

The same practice is alluded to in the following verse, by 
Gelibolulu Mustafa All: 

And when my rider goes off onlth^ hunt 
Many lovers’ heads are-strapped toAfnjf thong 




§ehsuvarum herfdgan ndtychre y agd% eyflese 

Nige u^dkun serif fitrakine baglar yuyiir 

Similarly, Avni here states that |re is prepared to sacrifice his life 
and be tied with a thpng td the beloved’s saddle, all in the hope 
of being able to kiss tlie^he 1 chx:dTstirruf). 'Td \e lover’s head, strung 
through the neck with a th^ng hjidAlung across the saddle, will 
begin to swing back and forth as the beloved’s steed moves forward, 
and thereby the lover will be able to, on the backswing, kiss the 
stirrup where the beloved’s foot is set. The willingness expressed by 
such a powerful ruler as Mehmed II to lower himself before the 
beloved to such a point that he is strung across a saddle and kissing 
a stirrup is, in context, rather extraordinary 

4. When your ruinous wind of contempt blows, the stars scatter Like 
sparks shot from smoldering ash. 

Here, the sky is likened to ash in terms of its gray color, with the 
stars shimmering in that sky being likened to the embers smoldering 
within that ash. 

5. Avni, the hundred shards of this heart and the hundred patches 
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on this tom robe recall the rose and rosebud in annihilation’s gardens. 

In this couplet, there is a relationship of chiasmus or inverted 
parallelism ( lejfii ne$r). The lover’s body is likened to “annihilations 
gardens” {fend riydzi), or to the spiritual state or space of ecstasy, 
rapture, and passing beyond the self; the lover’s shattered heart is 
compared to the rosebud, with its shape reminiscent of the shape of 
a heart; and the lover’s tattered and patched dervish robe - expressive 
of the idea of the annihilation of the self in God (fend fi’l-llah) and 
of the abandonment of material things - or the lover’s chest, covered 
with countless bloody wounds and thus resembling a patched robe, 
is likened to the roses blooming yith their countless petals in the 


garden. 




/, 


In the poet’s view, the lover’s pattered heart and the dilapidated 
and patchwork statel/of the -fobe^thatf is/his body is a sign that that 
body is a rose garden whered^e -flowm, of annihilation in God are 
in bloom. / 




y / / /r. 
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1. Ey cefa-hu hatirum derd ile mahzun eylediin 

Zahm-i sinemden goziim ya$in ciger-gun eylediin 


2. Gam beyabamnda §eyda idiip ey Leyli-hiram 
‘Akl ii hujumdan ayirdyn beni Mecnun eylediin 

y r 

/ is 

3. E$k-i sim ii ruy-i zerdiim rfakdini izhar jdiip 
Dostum ‘u$$ak-i<;inde keni/Karun eyleddfi 


i / / ^ 

4. La‘l-i nabun yMina kanfipiln^kiai adetuin 


E§k-i hunlniiny-ana yar itdj'un ef/.un eylediin 

(^iin gubar-i hecre teskiii^ijrniiy DieTaide 
Gozleriim yajim dut kim Nil ii Ceyhun eylediin 


6. Hecr bi-dadina iilfet dutmij idi ‘Avniniin 
Gayrlarla ‘ay§ idiip halin diger-gun eylediin 
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38. §iiR 

1. Ey cefa ve eziyeti huy edinmig sevgili; (bana gektirdigin) dertlerle 
gonlumu huzunlere bogdun; sinemde agtigin yarn ile de, gozyaglanmi 
cigerden akan kana dondiirdun. 

2. Ey Leyla salimgli (sevgilim); agkmla beni gam gollerinde gdginca 
aglatip inlettin; akhmi baginjdan qlarflk Mecnun (gibi deli-divane) 


ettm. 


/ ) 


3■ Ey sevgilim; gumiigten gdzygddnmi ve ( ajgk acisi ile) altin gibi 
sararmis yuzumu hepkese gifstererek beni dsiklar igerisinde Karuna 
benzettin. 

Karun, Hz. Mnja’nm k^vrnirfdcfi^ zengm^lgi ile me$hur bir 
kifidir. Kur’an-i Kefim’de acji by oz^llikleri il'e ge^mekte; cimriligi 
ve serveti ile bobtirl<Snip kij^irlepdigi/ii^ih Allah tarafindan yere 
ge^irildigi bildirilmektedir.^ §yjr,[ bit, beyrfte bir taraftan Karun 
kissasina telmihte bulunmakta; diger taraftan da bu telmih yardimi 
ile hiisniitalil yapmaktadir: Sevgili, ilgisizligi ve nazlanmasi ile a$igin 
giimiijten gozya§larinin akmasina ve yiiziiniin altin gibi sararmasina; 
boylece, bu servetin halk tarafindan goriilmesine sebep olarak onu 
Karun’un feci akibetine ugratmijtir. I§te, a$igin suriinmesine, yolun 
tozu topragi haline gelip neredeyse yere girmesine sebep olan, budur. 

4. (Ey sevgili); senin saf yakuta benzeyen dudaklanmn ozlemi 
ile kan igmeyi (kanayan cigerimin suyunu yudumlamayi) adet 
edinmigtim. §imdi de ona kanh gdzyaglanmi yar ettin de (yuttugum 
kam) gogalttikga gogalttin. 







5. (Ey sevgili); tut ki, gozlerimin ya§im Nil ve Ceyhun irmagina 
dondurdun... Aynligin tozunuyatqtirmadiktan sonra, bundan nefayda? 

A§ik, sevgiliye kavu§mak arzusu ile gozya^i dokiip aglamakta; 
ancak irmak gibi co§kun akan bu gozya$lari, sevgiliye kavujmaya 
engel olan ayrilik tozunu yatiftirmaya yetmemektedir. 

6. (Ey sevgili); bu Avni senin aynliginin zulmune artik ahfmqti ki, 
sen yabancilarla du§iip kalkarak onun halini yine berbat ettin. 


a\tJ: / 


/ / / 


/ Nza x 
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38 


1. Cruel one, you choked my heart with pain, slashed my chest till 
my tears turned hlood-red. 

2. You sauntering Layla, you drove me mad in agony’s desert, stole 
my wits till I was as crazed as Majnun. 

3. My dear friend, you-exposed htyjsilver tears and gold-pale face, 
made me a Korah among lovers. "if ft 

Korah ( Kdrun ) is a man of the 7 line of lythses who was famed 
for his wealth, a quality wit^i whiclyhy 7 is described in the Qur’an 

28:76-77: ~j / ' / ^ 

Now Korah wasrgf Moses’ folk,! hut lie oppressed them; and We 
gave him so muchjaeasure that the stores thereof) would verily have 
been a burden for aftroop 6f mighty men. When his own folk said 
unto him: Exult notcloLAllan loveth hot uie exultant; But seek the 
abode of the Hereafter in th/teydjijh^Allah hath given thee and ne¬ 
glect not thy portion of the world, and be thou kind even as Allah 
hath been kind to thee, and seek not corruption in the earth [...].' 

Thus, boasting of and taking pride in his wealth and stinginess, 
Korah is made by God to feel great shame. In this couplet, Avni both 
alludes to the story of Korah and, by means of this allusion, employs 
the rhetorical device known as hiisn-i ta'lil or poetic etiology: the 
beloved’s coyness and lack of interest leads the lover to shed silver 
tears and to pale like gold, thereby leading him to suffer the same 
public fate as Korah. It is this fate that leads the lover to live a life of 
misery, degenerating into little more than the dust or dirt found on 
a road and coming to the very brink of death. 


1 Translation by Muhammad Marmaduke Pickthall. 






4. Dreaming of your ruby lips, I grew used to the taste of blood; you 
made lovers of the bloody tears you made me drink. 

5. You made a Nile and Oxus of my tears; what does it matter if 
separations dust doesn’t settle? 

The lover weeps from the powerful desire for union with the 
beloved, yet the flow of his tears is still not enough to settle the dust 
of separation that prevents this union. 

6. My love, separation’s torment is Avni’s way; you cavort with 
strangers, you ruin him. 
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1. Sineden ben kim ^ekem ah ii figan-i derd-nak 
Yaralar kan aglayup ol dem iderler sine <;ak 

2. §erbet-i laliin sunup agyara oldiirdiin beni 
Gayre can viren ‘acebdjjr kim beni eyler helak 

3. Her ne denlii ziilfuniin $aKbazi canlar syyd ider 


Ol hevada canku$i pe/vazGde^bi-vehmii bak 

g XV'/ | 

4. Siirmege ytizygy-i servd"yj r; bdlur dest-res 
Kangi a$ik kin>su gibi^mejrebini ide pijc 




\ r 7 / C( t 


5. Sineye gelsiin hayalu yaZgifse firjMnlya 

Zahma merhem gibidiir ger eyler isen sine $ak 


1 (39). AE /12b. 
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39. §iiR 

1. Ben, ne zaman yiirekten ahlar gekip dertli gigliklar atsam, o 
zaman yaralarim da (uzuntuden) kan aglayarak sinelerini parga parga 
ederler. 

Avni gogsiindeki yaralara kifilik vererek te§his yapiyor. Buna 
gore, a$ik ne zaman dertle inleyip ( yiirekten ahlar ve gigliklar atsa, 
gogsiindeki kanayan yaralar bit(iost-gibyonun kederine ortak oluyor 
ve a§igin feryadina ses vererek yakalarim yirtiyorlar. 

A 

2. (Ey sevgili); laljgibi ki/mm dudaManninjerbetini bagkalarma 
sunarak beni oldiirin 'ektesin.. /$u gjaripUge bak kijyabancilann camna 


can katan o dudaklfir benim igin , 


n oBlyar! 


3■ (Ey sevgili); sfpin zujfunun do gam, mime gelenin gonlunu 
aviayip duruyor. Benim cpinim/n kttgu da j§tf o arzn ve hevesle; endige 
ve korkudan uzak bir gekUdej (sejunj iagtarinm havasinda) ugup 
durmaktadir. 

A$igin goniil ve can ku§u sevgilinin ziilfii dogam tarafindan 
avlanmak istemekte ve bu arzu ile korkmadan onun saclannin 
havasinda ucup durmaktadir. “ Heva ” sozciigiiniin, “hava bojlugu” 
anlami dijinda “a$k, heves, arzu, oliim” ve “alici ku§un, avina oliim 
dah§i yapmasi” anlamlarimn da bulundugu; “heva” nin beyitte 
biitiin bu anlamlari birlikte cagri§tiracak jekilde kullamldigi 
unutulmamalidir. 

4. Hangi agik, ruhunu armdinr, ahlak ve tabiatim su gibi tertemiz 
hale getirirse, servi boylu sevgilinin ayagina yiiz siirmeyi ancak o 
bagarabilir. 
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Serviler su kenarlarinda bulunurlar vcya servi gibi giizeller 
temiz ve berrak su kaynaklarindan su almaga gelirler. Boylelikle su, 
sevgilinin ayagim opmiiy olur. 

Avni, ayiklarin mizac, huy ve ahlaklarim akarsuya benzetmekte; 
ruhlarmin akarsularini berrak sular gibi temiz tutanlarin, ancak 
servi boylu sevgilinin ayagina yiiz surmeye hak kazanacaklarim 
soylemektedir. Tipki servi agaglarimn, altlarindan gecen akarsulara 
aksetmeleri gibi... Eger akarsular berrak ve temiz iseler, kiyilarmda 
bitmiy olan servi agaclarmin golgelerini aksettirir ve boylelikle o 
aga^larm ayaklarina yiiz siirmiiy olurlar. 


“Servi”, Arap alfabesinirLilk f Ji^jfLolan “elif”e benzer ve “elif” 
ebced sisteminde (1) rakarmna-tekabt/l^dep Servi, tasawufta Allah ’1 
temsil eder. Avni de servinin bu sembolik anlamim kullanarak, 
Allah’a gidi§ ve ona kavujma^vuslatfyolununy^iculan olan ayiklarm 
bu amaclanna ancat^ ruhlarmr arprdtrndak, ali&k ve tabiatlarim su 
gibi tertemiz ktlmaMa ula^abilyceklerinks6ylemfe)t.tedir. 

Beyitte ayrica “ ytfzsurmek ” ve Ymefrebi sugityipak etmek” ibareleri 


stfteti ild abdest -de namaz 

A 7 7 'A 

7 -Yu vxuu / 


amaz ftillerine de telmihte 


birlikte kullamlmak 
bulunulmaktadir. 


5. Ey Avni; eger gonlime sevgilinin hayali gelsin dersen, hemen 
sineni pargalaywer... (Goreceksin ki, o zaman) yaralara merhem gibi 
fikip gelecektir. 

Divan yiirinde ayik, sevgiliye kavuymanm neredeyse imkansiz 
oldugunu bilir ve onun zihnindeki hayali ile yetinir. Bu duygu 
Fuzuli’nin olmez eseri Leyla ve Mecnun’da yoyle dile getirilmiytir: 


Hayal ile teselladur goniil meyl-i visal etmez 
Goniilden tayra bir yar oldugin ayik hayal etmez 1 


1 Fuzuli, Leyla veMecniin, b.2728. 
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Goniil hayal ile teselli bulur ve vuslata heves etmez. Zaten apk da 
gonliin dipnda bir sevgili oldugunu diipinmez bile... 

Ancak bazen sevgilinin hayali bile gonle gelmekte nazlamr veya 
gelse de ^arc^abuk kaybolup gider. Bu duygu da biiyiik §air Necati’ye 
§11 giizel beyti yazdirmijtir: 

Goniil kasrina geldik^e hayaliin bir dem eglenmez 

Sanasun kim od almaga geliir bu kiilbe-i gamdan 

(Ey sevgili); senin hayalin gonliimiin sarayina geliyor da, bir an bile 
eglenmiyor... Sanirsm ki, bu gam kuliibesinden ate§ almaya gelmi§! 

- . J J '( J I S- J 

Gonliine sevgilinin 'hayaliufn - gel rr>csjni dileyen a§ik kendini 
harap etmeli ve feryat figan ile sjnesini parcjalamahdir. t§te o zaman 
sevgilinin hayali a$ig]n yaraji gprdUrje dermarrgibi gelecek ve a§k 
acilari ile yanan yuregini biraj^bzyeikydsun senhletecektir. 

Beydn divan §yrinin klasik du§iin^e sistefn/ iijerisinde ta$idigi 
bu hakiki anlam b/iyutunun vaninda bir'y\c mecazi-tasawufi 
anlam boyutu vardif^'Sine^^ak^tmek’^sineyi, gogsii yaralamak, 
pa^alamak, yarmak depiekt^c Bu, daG§eph-i sadr”i, yani gogsiin 
(kalbin) acpilmasim akla getirir. ^erh-i sadr’in tasawufl anlami ise, 
kalbin her tixrlii alayiktan, diinyaya ait kirlerden arindirilip ilahi 
marifet nuru ile aydinlanmasim saglamaktir. I§te “sine <§ak etme’ye 
bu mana verildigi zaman, beyti tasawufi c^ercjevede §oyle anlamak 
mumkiindiir: “ Eger kalbine ilahi tecellilerin dogmasmi istiyorsan; 
gonliinii masiva bilgisinden, diinyaya ait alakalardan arindir ve irfan 
nuru ile doldur. O zaman goreceksin ki, bu tecelliler, derde derman gibi 
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1. When, from within, I unleash sighs and pained cries, my wounds 
weep blood and rend my breast. 

Here, Avni personifies the wounds on his breast. Given this 
context, it can be said that whenever the lover sighs and cries due 
to the pain of love, the bleeding grounds on his chest join in his 
suffering like a loyal friend, giving_a|iadded voice to his cries and 
tearing his shirt. / 


2. My love, you ffve gived the ambrosia of ypur ruby lips to others 
and slain me. Strangi, how uffat gfves/ufe, can also:, kill. 

3- The hawk of four locks lies L'/f wait, on thijhunt for hearts that 


pass its way. Fearless tfnd bold/the)bud/ofmy soul sails through that air 
toward its desire. ^ \ / / f F', 

The bird that is the lovefi/ h^afttWdihe lover’s soul wants to be 
hunted by the hawk of the beloved’s sidelocks and, driven by this 
desire, flies fearlessly through the “air” {hevd) of the beloved’s hair. It 
should be noted, however, that the word hevd means not only “air”, 
but also “love, desire”, “death”, and “the diving of a bird of prey 
toward its target”; all of these meanings are evoked in this couplet. 

4. To bow down before the foot of his cypress-tall love, the lover must 
cleanse his soul till his spirit is as pure as water. 

Cypress trees grow beside water, while beauties with the stature 
of cypress trees come to clean and pure springs to get water; thus, 
water kisses the feet of the beloved. 






Fatih Div&m ve §erhi - 39. Siir 


Avni compares the character, temperament, and morals of lovers 
to running water, and says that only those lovers whose souls are as 
pure as running water have won the right to bow down at the feet 
of the beloved. Cypresses are reflected in the water running at their 
feet: if this water is pure and clean, it reflects the cypresses clearly, 
and in this way that water can be seen as bowing down before those 
cypresses. 


The cypress tree resembles, in terms of shape, the first letter of 
the Arabic alphabet, or 'alif (Turkish: elifi, which in the Arabic 
abjad numeric system corresponds to the number “1”. In Sufism, 
the cypress represents God- Mahjin^u^e of such symbolic meanings, 
Avni is stating that lovers,^wHo are oivthcj path toward union with 
God, can only achieve their goaTbv/purifying tj^eir soul and making 


their character an d-moral itv/&s clear and, clean as water. 

3 yyy. ^ , 

Additionally, the) couplets^conccnnirant use'of the expressions 
“bow down” (yuz sitrmek) ana “cleanse the spirit till the soul is as 
pure as water” {me'pthi su gibi pak ptmek) constitutes an allusion 
to wudu, the ritual cleansing/tmcjettaje^iy before prayer, and to the 
subsequent prayer itself. ^ --J7) | ' r 'j '' ^ 


5. Avni, if you say you want your love's image to fill your heart, first 
tear open your chest: you.'ll see, it will spread like ointment over the wound. 


In classical Ottoman poetry, the lover is well aware of the 
impossibility of union with the beloved, and, as such, is content 
with merely imagining this union (cfi #12/2, #23/5, #50/5, #68/2). 
This is a feeling that finds excellent expression in the poet Fuzuli’s 
immortal work, Layla and Majniin {Leyla ve Mecnun): 


Union’s but a dream — but dream consoles the heart 
The lover knows no love beyond his own heart 
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Hayal ile tesellidur goniil meyl-i visal etmez 
Goniilden tagra biryar oldugin ‘agik hayal etmez 1 

And yet, sometimes even the “dream” or imagination of the 
beloved behaves coyly or comes and goes immediately This feeling 
was well expressed by the great poet Necati: 

Your image comes to my heart’s pavilion but doesn’t stay 
You’d think it came to this shack of pain just to get some fire 

Goniil kasrina geldikge hayaliin bir dem eglenmez 
Sanasun kim od almagagelur 'bti, ■kiijltyed gamdan 



The lover who desires the befovyd’s image^o come to his heart 
has no choice but ip, ruin Ijims^f and, weejSmg and wailing, tear 
open his chest. Itjsi at justyhis'yhdpx^nt thardhe “dream” of the 
beloved serves to heal the lover’s wounds and cool - even if only for 
a moment - the burning fire of the lover’s hearts 

Apart from this rfiore lite^af rpeanjn^, this couplet also has a 
figurative meaning deveJfipcawithin alSufy-context. “To tear open 
the chest” ( sine gdk etmek) rrieafisf ta wound the chest by ripping it 
in two down the middle, and such an action is reminiscent of “the 
opening of the breast” (jerh-i sadr). “The opening of the breast” is 
the enlightening of the heart with the light of divine wisdom, which 
is achieved by cleansing the heart of all worldly attachments and 
influences. When this meaning of “to tear open the chest” is taken 
into consideration, it is possible to read this couplet in terms of 
Sufism, as follows: “Avni, if you desire the divine to be manifest in 
your heart, first cleanse your heart of the knowledge of everything 
other than God and, removing from it all worldly attachments, fill 
it with divine light: then you’ll see how divine manifestations will 
spread through the heart like ointment over a wound.” 


1 Fuzuli, Leyld veMecnutt, 1. 2728. 
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40 1 

1. Gill ytiziin rengiyle giil canina bi-dad eylediin 
Kaddiine serv[i] kul itdiin yine azad eylediin 

2. Dane-i hal ile hiisniin hirmenin zeyn ideli 
Can ile dil hasilini ciimje bey-b^d eylediin 

uCj y 

S' s Fj 

3. Tig ^ekdiiii $ad oldum ahari^tatl eylediin 
Gayri $ad itdiin/veil by $adina^$ad eyledun 

3 /y/ § 

4. Dir imi$sin ‘agjta cevr eflemek-nuyum durur 
‘I§kuni ajiklard^re bana isnald eylediiry^ 


/ / 


Xr 


5. ‘Avniya divanelikden g/rfpyfinie^ifndengiru 
C^iinki a$ik olali meyl-i pen-zad eylediin 


1 (40). AE /13a. 
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40. §iiR 

1. (Ey sevgili); senin gul (yapragi gibi al al olmu§) yuzuniin rengi 
ileguliin canina eziyet ettin. Servi agacim da boyunaposuna kole edip, 
soma da onu azat ettin. 

Sevgilinin guzellik ve parlaklikla al al olmu§ yanaginm rengi, 
gixlii kiskandirmi§ ve onun kalbini parampa^a etmijtir. Giiliin 90 k 
yaprakli ve parcali gorupitmii, jferaTi bir kalbin halini yansitir. §air 
burada hiisniitalil yapmakfadir. Servi agacinin “ azad ’ olarak ( serv-i 
azad) anilmasinin sebebi de, sev^jifnin, onuyahce uzun ve diizgiin 
boyuna kul edip, sour a koldfikten azjrt^tmij oljnasindan dolayidir. 
Burda da yine husniitalil /varckr. Bilmdigi gibi servi agaci dag 
ba$larinda tek ba$ma bulundugiji veya meyveden, yemi§ten azade 
oldugu i 9 in “serv-i iyad” olarak da andmaktadrj- 


o 


/ / 


2. (Ey sevgili); gylzylligtnin^harmdmryi beninin danesi ile 
siislediginden beri, cammin vJ"gorllumUrduriinunii (fer (dp ve saman 
gibi) butiiniiyle havaya savurdun, (mahvettin). 

Sevgilinin siyah benleri onun giizelliginin harmaninda toplanmi? 
danelerdir. Iri ve dolgun bugday daneleri nasil harmana guzellik ve 
sirs katarsa; sevgilinin yiiziindeki 90 k sayidaki ben de onun guzellik 
harmanina ziynet vermektedir. Bu harmanin bir ba§ka uriinii de 
a$igin gonlii ve canidir. Ancak bunlar sevgilinin benleri karjisinda 
harmandaki saman gibi degersizdir ve havaya savrulup mahv olmaya 
mahkumdur. 

3- (Ey seigili; higimh yan baki§) kihcmi gekerek benden ba§ka 
herkesi katlettin... Boylelikle, yabancilan sevindirdin ama, once 
keyiflendirdigin ben (d(igin)i, (gamze kdicmla oldurmedigin i(in) 
sonunda keyifsiz ve ncyesiz bir halde biraktin. 
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5. Ey Avni; agik olmak sureti ile peri soylu guzellere baglanmig 
bulunmaktasin... Artik bundan boyle divanelikten dolayi hig gam 
yeme. 

Inam§a gore, ciplak gozle goriilmeyen cinlerin di$ileri olan 
periler, 90 k giizel insan suretine girerek insanlari kendilerine a$ik 
ederlermiy Klasik edebiyatimizda periler bu ozellikleri sebebi ile 
sevgilinin benzetileni olarak kullamlmi$tir. Peri soylu guzellere a$ik 
olmak ise, delilik (cinnet) ile ilgili bir durum ortaya cikarmaktadir. 
Avni kendine seslenmekte ve peri soylu sevgiliye tutuldugu icin, artik 
delilikten, divanelikten otiirii gam yememesi ve kendisine divane 
muamelesi yapilmasindan dplay^ r^hatsizlik duymamasi gerektigini 


ifade etmektedir. 


■i-J r/ 


fJ 


/ 

/ . 


/ 

/ . 






/V / 

Ss -Cr\ 


db 




/ 
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1. My love, with the red rose of your face you tormented the rose to 
its soul. You made the cypress a slave to your body and then set it free. 

The deep scarlet color of the beloved’s bright and beautiful 
cheeks has made the rose jealous and wounded its heart deeply. The 
segmented appearance of the man^-leaved rose is seen to resemble 
the appearance of a woundedTearT-ahd/in this the poet is using the 
rhetorical device known as hiisn-yta ‘litos poetic etiology. The reason 
for the cypress’ being referral to^/“fjree” {dzfcf is that the beloved 
first enslaves it to th^ beloved^ own stature, and only then does the 
beloved release theZenslaveclcypress frpm bondage; this, too, is an 
example of hiisn-i ddlil. As the cypress is often-found growing alone 
on mountaintops, aTwell a^bearingmo fruif,Tt is often referred to 

as a “cypress free” [serv : i\azcldfcf tfH/dj)/ , 

x y 

2. Since bedecking your beauty’dharvest with the grain of your mole, 
like so much chaff you cast my heart and soul to the wind. 

The beloved’s black or dark-colored moles are the grains gathered 
in the harvest of the beloved’s beauty. Just as large and full grains of 
wheat impart beauty and adornment to the harvest, so do moles 
embellish the beautiful “harvest” of the beloved’s face. Another 
product reaped in this harvest is the heart and soul of the lover; 
these, however, are as worthless as chaff beside the valuable grains of 
the beloved’s moles, and as such, they are doomed to be scattered to 
the wind and destroyed. 

3- You drew the sword of your angry glance and killed all but me. 
What a joy for them! But you left me alive, and joyless. 
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Within the system of thought of classical Ottoman poetry, the 
lover yearns to be wounded by, and even to die from, the sword of 
the beloved’s indignant glance. This manner of thinking can be seen 
in several other couplets in Avni’s collected poems: 

The dagger of your lashes brings to this lifeless body life 
The ambrosia of death is the cure for this sickness of love 


Ten-i bi-cdna miijen hanferi kim carta getter 
Haste-i 'i$ka ecel §erbeti dermana geger [v. #10/1] 


Jj r ^ 1 
-l-J !> 


i) 


/ 


In my heart’s depths is aTervof for a wound/rom your sword 
Your glance, that!sword, jTgl^rice^dne and I feel 

3 '. / ' 


me in me 


Bir hararet var depm-i dilde zahm-i tiguna^j 


Gamzesi tigi eri^incd b^nunybany geyfrJv. #19/3] 

Jy ixA' v 


There are none who can resist the sword of that glance 
Its client yet again, Avni has spent his soul 

Gamzesi tigine takatgeturimez kimse 

Nakd-i can virmek He 'Avni haridar yine [v. #65/5] 

In the couplet under consideration here, when the lover sees 
that the sword of the beloved’s glance has been drawn, he is at first 
overwhelmed with joy The beloved, however, neglects the lover and 
instead strikes others with that sword, thereby pleasing those others 
with a certain degree of sympathy and familiarity The lover - who 
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was at first overjoyed by the prospect of that glance - is thus left 
alone, bereft of joy and of pleasure. 

4. You say, "I torment lovers, that’s just my way. ” So what you’re 
saying is, among so many lovers you’ve winnowed me out for love. 

As the beloved has thereby singled out this lover among all these 
lovers for tormen t, and greatly wearied him by completely disallowing 
union, the beloved is thus favoring this lover, however spitefully, 
and accepting him as a lover. In this couplet, the appreciation the 
lover shows the beloved is clearly expressed with a certain degree of 
irony ( tariz ). 

r ; 

5. Avni, you’re a lover yuho falls foy fairy-born beauties, so stop 

fretting about this madness ofyowfs. , ^ 

It was believed .'that fairies (peri)f who were female djinn and 
could not be seen with the odltecfeyeTwould assume the form of a 
beautiful person SQ_as to maid: p^dplt/iall in love with them. It for 
this reason that, in v classical Ottoman poetry^ fairies were likened 
to the beloved. To falPirjL love/vitlt a ^j4ijy-born beauty” was thus, 
effectively, to fall prejT - fr nydness ( frfrfreif. Here, Avni addresses 
himself, reminding himself that Ik must not be irritated or worried 
by the fact that he is behaving in such a mad fashion, precisely 
because it is a fairy with whom he has fallen in love. 
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2. Gonlumdeyanan (agk) ategi igin gdzya$larimm irmagim sinemin 
iizerine saldim, ama (bir tiirlu) sondurmedi. (Anladim ki), o ategin 
giderilmesi igin sevgilinin (igveli yan bakig oklarimn) su verilmig 
gelikten (parlak ve keskin) temreni gerekmektedir. 

Ajigin kaibi a§kin dayamlmaz ate$i ile yanmaktadir. Zavaili a$ik 
bu atejin sonmesi igin aglamakta ve ulu bir irmak gibi gagildayan 
gozya^larmi yangin yeri olan sinesine dogru akitmaktadir. Ama 
bu co$kun gozya§i irmagi bile o ateji sondiirmeye yetmemektedir. 
Bunun igin tek gare, sevgilinin gamze oklarimn ucundaki su 
verilmij gelikten parlak temrenin onun gogsiine dogru atilmasidir. 
Boylelikle, artik suyun ta kendjsiolan o temren a$igin sinesine 
saplanacak ve bu korkung yangirri "^ujJdurecektir. (gelikten yapdip 
su verilerek keskinlejtirilen lulig^ hunger, siingii ve okun ucundaki 
temren gibi kesici ve 7 yaralayici sjlah ^insinderijeyler ve su arasinda 
kurulan bu ilging benzetme fjdil|pii cildrak lO.^prin 1.; 12. §iirin 4. 
ve 19- fiirin 3. beytmin izahla^ina DakjMbilir. —j 

p ^ 

3. Agk ati ayrilik'dahrasm^a kygmafctan doldyi hig yondmadi. Orta 
ta kiyamete kadar kogacagi (soyiuzgenifiikpe) bir meydan gerek. 

§air, a$k atimn kiyamete.^kjldap hicf'an ve ayrilik meydanmda 
kojacagim, amildar igin bu ayrilik, hasret ve lzdirap kojusunun 
sonsuza kadar siirecegini soyliiyor. 

4. O peri soylu giizele agik oldugumdan gonliime bahsetmiyorum; 
zira o bir gilgindir. Insamn da zaten sirrini diigmamndan saklamasi 
gerekir. 

Ajigin gonliinde sakladigi a$k o kadar degerli bir sir ve emanettir 
ki, a$ik onu bir divane olan gonliine bile agmamaktadir. A§iga gore, 
bu yolda gonlii bile kijinin diifmamdir ve a§k sirn ondan dahi 
gizlenmelidir. 

5. Ey Avni; diinyaya metelik vermeyen rintlerin igret yapacaklan 
meyhanenin sofasi yeryiizu arsasi; eyvam ise gu gdk kubbe olmahdir. 
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Eskiden meyhanelerin geni§ce bir meydani, bir de icinde 
hatirli misafirlerin agirlandigi, birkac b as am aid a cikilan yiikseltili 
boliimleri (eyvan) olurdu. §air, rintlere yakifan meyhanenin, yeryiizii 
genifliginde sofasi; gokyiizii yiiksekliginde eyvani (balkon) olmali 
diyerek, biitiin bir evreni gelip gecici zevklerin ya^andigi meyhane 
olarak tanimlamaktadir. 
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41 


1. To have the lips of the beloved, you must forget the beloved’s body, 
just as to have life, true life, only forsaking idle passion will do. 

In this couplet, Avni uses systematic parallelism (leff u ne$r) to 
associate the beloved’s body with the concept of desire or passion and 
the beloved’s lips with the soul or eternal life and the beloved’s body 
with the concept of desire or pissjj(fn/ Ip classical Ottoman poetry, 
the lips are a symbol of the"word, of tne ifiirit, and of the soul, and 
a number of interesting associations are oftpfL made between the 
word and the spirit;-In someyersyspf^tlje Qur’ap as well as in certain 
hadiths, Jesus is mentioned as a spirit breathed into Mary by God, and 
Jesus also had the pptyer to hcafthe £ick and to rcsjiirrcct the dead with 
the spirit breathed from his^Jips.jlt is. for this-rteason that whenever 
lips, the mouth, or spdeqli arq/tneptiop^- it typically constitutes an 
allusion to the concept df thd'gpjrit 'apd tAjesus’ powers of giving 
life, resurrecting the dead, and miraculous speech (eg. the power of 
reciting poetry of unparalleled excellence). In this couplet, the phrase 
“the lips of the beloved” ( leb-i canari) has a figurative meaning of 
“spirit”; of union with God, the absolute beloved; and, as a result, of 
eternal life. The word “body” or “stature” ( kamet ), on the other hand, 
brings to mind physical beauty and pleasure. In the view of the poet, 
whoever desires eternal life and union with the absolute beloved - that 
is, annihilation of the self in the divine presence fend ft’l-lah) - must 
decisively cleanse oneself of the blessings of this transitory world and 
of passing wishes and desires. Additionally, the word heva - translated 
here as “idle passion” - also means currents or drafts of air, and so this 
couplet also makes an allusion to the fact that drafts of air can result 
in such ailments as rheumatism. 
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2. I poured out a sea of tears that failed to quench it, this fire in my 
breast. For that, only a water-hardened arrowhead will do. 

The lover’s heart burns with the unbearable fire of love. Hoping 
to extinguish this fire, the pained lover weeps, and a sea or great 
river of tears pours from his eyes and down to his breast, where the 
fire is burning. However, not even this great flow of tears is enough 
to put the fire out. The only way this fire can be extinguished is 
for the beloved’s glance to shoot its coy arrows at the lover’s breast, 
arrows whose bright steel heads were dipped in water during their 
forging. These arrowheads, which are fully equated with water, will 
then pierce the lover’s breast .and extinguish the terrible fire burning 
there. Other examples of the^assocfa/ykl anade between water and 
cutting and piercing weapons /- s>vords, daggers, bayonets, and 
arrows - made of steej and tljen queqehed byTeing dipped in water 
can be found in #fO/l, #12^f#^9 f /5/^nd#63/^ (qq.v.). 

— 1 /If / ~~ J 

3- Love's steed difi not tire of galloping the desfrt. For that, only a 
field stretching on amt an tillfhe efia iqould do. 'j 

Here, the poet saystdhp h/wilTriddjkqsteed of love in the field 
of separation and longing uhtjl JtfjiedDay of Reckoning, and thus 
that, for lovers, this separation, longing, and suffering will last until 
the end of time. 

4. I don’t speak' to my heart of my love for that fairy-bom beauty, 
that’s madness. For only keeping one’s secrets secret from one’s foe will do. 


Kemal Edip Unsel read the word here transcribed as dimezven, in the first 
hemistich of this poems fourth couplet, as demiirden and, according to 
that reading, said that the hemistich made no sense. However, if the ae 
manuscript copy is examined closely, it can be seen that the word’s fourth 
letter, which was read by Unsel as the letter dal (j), is in fact the letter vav 
(j). The copyist, though, apparently forgot to add the dot on the letter ze 
(j), thus allowing it to be read incorrectly as the letter re (j). 
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The love concealed in the lover’s heart is such a valuable secret 
that the lover does not even reveal it to the heart wherein it is hidden. 
To the lover’s mind, even the heart can be an enemy in this matter, 
and so this secret must be hidden even from the heart. 

5. Avni, for true drunkards to have their tavern revels, only the 
whole world can contain them, and for their terrace only the skies will 
do. 

In the past, taverns would have a large central space, within which 
there would be raised terraces ( eyvdn ), reached by means of a few 
steps and reserved for honored guests (cf #54/2, #69/5). Here, the 
poet says that the only tavern suftakle/for true drunkards ( rindan ) - 
who are considered “peopkf of thy heart” fehl-i dil) and are typically 
associated with the lover in the corftext of classical Ottoman poetry 
- is one whose mafmliall is ijs^vjdy as the ear dp and whose terraces 
are as high as the skj[: in oth^rwordsol>is is a tavern in which all of 
the world’s transitory pleasures ir.ay be experienced to the full. 

/ J r ^ 







1. Ey peri hiisn ile $iin germ oldi bazarun seniin 
Afitab ii mah oldilar haridarun seniin 


2. Bozdi yiizini mehiin ziilf ile lutf-i anzun 
Afitaba ate$ urdi tab-i rjihsamfg seniin 

/ i/ r-J 

3. Cuybar etrafini seyr eyledikcp- serv eger ^ 
Ba$i a$aga olurdi gorse^efwun 1 2 seniirf 

S' /'// § 

4. C^e$m-i $ehlai^g6relderSba|gliady serv-Enaz 


Ba§i ditrer nergisiin kim oljdl bjmarun.ycjnun 

' ? -V // ' / ~ r 'v 

5. Canlar alur revan itsen dfijaina't^Mrrietun 
Avniye can viriir amma lutr-i giiftarun seniin 


1 (42). AE /13b. 

2 reftarun: AE MNZ 530, 35b 
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42. §iiR 

1. Ey peri (soylu sevgili); guzelliginle (a§k) pazarmi dylesine 
kizipirdin ki; (sonunda) gune§ ve ay (bile, altin ve giimu / paralarla) 
senin (vuslat metaimn) ahcisi oldular. 

Giine§ ve ay klasik edebiyatimizda yiiz giizelliginin benzetileni 
olarak kullanilmi§tir. Klasik edebiyatimizda, ba§ta Hz. Peygamber 
olmak iizere, padi$ahlar,rta$ayyiiF jafujtaj^, devlet adamlari ve sevgili 
gibi, $iirde ovgiiye konu olah ki§i|jer giizell+k bakimindan hep giine§e 
veya aya benzetilmijlerdir. Bu se^r 5 air, gii^Uigin, parlakligin ve 
degerliligin olcusii -olmu§ jaulynartf gtfne§ vgj ayi sevgilinin a$k 
pazarinda onun voslatinin rnetafni Satin aim aya ^ali^an mii§teriler 
gibi gostererek miibalaga yapfnak tadi rAyrica dt^an §iirinde giine§in 
altin paraya, ayin ise-giimu^araya bynzetildigi hatirlanacak olursa, 
$airin bu miibalagaya birr de i^am^r tep4spp ile bir kat daha giizellik 
kattigi goriiliir. ^ ^ f'rj y \ r v~^ ^ 

2. (Ey sevgili); ziiluflerin ile yanagimn guzelligi -kiskanglik sebebi 
ile - dolunayin yuziinu asmasina sebep oldu. Parlak yanagm ise, giine§i 
(kiskanglik) ategi ile yakip kavurdu. 

Dolunayin uzerinde bulunan lekeler, onu kaflan hafif 9 atilmi$, 
asik yiizlii bir insan §eklinde gostermektedir. Metinde ge<;en “yiiz 
bozmd’ ifadesi, surat asmak, yiiz ek$itmek anlaminda bir deyimdir . 1 
§air, dolunayin bu goriinumiinu, sevgilinin ziiluflerinin siyahligi 
ve yanagimn giizelligini kiskandigi iq:in suratimn asilmasi hayali 
sebebine; giinefin kizginligim ve ate§ topu olujunu da, sevgilinin 
parlak yanagim kiskandigi icjin yamp kavrulmasi ve ^ehresinin 
kizarmasi hayali sebebine baglayarak hiisnutalil yapmaktadir. 

1 Bkz. Seyfettin Altayli, Azerbaycan Tiirkgesi Sozliigii, s.149. 
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3. (Ey sevgili); Serin agaci, irmagin etrafim seyrettiginde eger senin 
yuruyufiinu gorseydi, (utancindan) baft afagiya gelirdi. 

§air, uzun boy lari ve diizgiin goruniimleri ile irmak kenarlarinda 
arziendam eden servi agaclarinin suya yansiyan ba$ a^agi 
goriintiilerini, sevgilinin salina salina yurii$iinden utandiklari i^in 
banian a^agida gezdikleri yolundaki hayali bir sebebe baglayarak 
hiisniitalil yapiyor. 

4. Ey nazh servi; nergis, bahfede senin §ehla gozlerini gordiigiinden 
beri, kiskanfhk hastaligina tutuldugu if in baft titremektedir. 

Bu beyitte de §air, hiisniitalilin bir ornegini daha vermektedir: 
Goze benzeyen nergis cicegijiin riiz^arda sallanan hali, sevgilinin 
§ehla gozlerinin guzelligi karjisin^k kiskanp/ik hastaligina yakalandigi 
icin ba$inm titremesihayali jiebethf^baglanilrmytir. 

5. (Ey sevgili); foyle bir, (aEan Xu gidoijyola kqyulsan; nazbz salinan 

bedenin, afiklarm ftmlanm allr; drhia Avni seninypizel ve liitufkar bir 
soziinle yeniden hayapbulur. J I ny 

Divan fiirinde sevgilipin agyi, j'ok/lepecek kadar kiiciik oldugu 
halde konujmasi, i^inddn jcifiykatafi sozlerin (pkmasi gibi 
sebeplerle Hz. Isaya benzetilmi$rsevgili de bu sebeple “Isa nefesli” 
olarak tammlanmijtir. Bu beyitte de Avni, sevgilinin nazla salinan 
boyunu goren afiklarm canlanni verecek hale geldiklerini; ama 
onun mucizevi etkilere sahip nazik ve giizel dudaklannin arasindan 
cikacak liitufkar bir sozle yeniden hayat bulduklarini soylerken, Hz. 
Isa’ya ve onun mucizelerine gondermede bulunmaktadir. 
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1. Fairy-born beauty, your beauty’s set the market for your love on 
fire, and even the sun and the moon are looking to buy you. 

In classical Ottoman poetry, the sun and moon were used as 
likenesses for the beauty of the face, with such figures as the Prophet 
Muhammad, sultans, important Syfi figures and state officials, and 
the beloved being praisedffiyjiavingjh^ir beauty likened to that of 
the sun and moon. In this coupjet, the sun and moon are taken as 
the standard of beauty, brightne^arjd value<4nd the poet engages 
in hyperbole {mub'ajfiiga) byAjkeningjficm to customers seeking to 
buy the merchandise of uni op with tlje beloye^l in the market of 
love. In addition, 2-ive recall that the sun is often a trope for gold 
coin and the moon^trope/for silver coin, w see that the poet is 
using the sun and moonjvyith/douhle tfie airings that leave the reader 
in doubt as to the intended fejefcyitpa^rhetorical figure known as 
ihdm-i tenasub. 


2. The beauty and grace of your cheeks and sidelocks has hung the 
full moons face, and your cheeks’ brightness has lit the sun afire. 

The dark patches on the surface of the moon are here shown 
as a face with a furrowed brow and pouting lips. The compound 
verb yiiz bozmak - here translated somewhat literally as “to hang 
someone’s face” - means “to sulk, pout”. 1 In this couplet, the poet is 
using the rhetorical device of hiisn-i ta ‘lil or poetic etiology, putting 
forth the imaginary cause of the moon’s sour expression as envy of 
the darkness of the beloved’s sidelocks of hair and the beauty of the 

1 v. Seyfettin Altayli, Azerbaycan Tiirkfesi Sozliigii, p. 149. 
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beloved’s cheeks, while the imaginary cause of the sun’s burning is 
figured as envy of the brightness of the beloved’s cheeks. 

3■ If the cypress should see, by the bank of the river, the sway of your 
walk, it would bend its head down low. 

Here, the poet again uses the rhetorical device of husn-i ta 'lil or 
poetic etiology This time, the reversed or upside-down appearance 
of riverside cypresses as reflected in the water is imagined as the 
result of those cypresses being put to shame by the cypress-bodied 
beloved’s attractive manner of walking, whereupon they bow down 
low as the beloved walks by. 

4 You coy cypres,, glimpsed your hazel 

eyes, and now it ails for you and shakes its head. ^ 

In this couplet^^fice again we sek an example of the rhetorical 
device of hiisn-i tcCUl or poetic etiology. The swaying in the breeze 
of the eye-like daffodil is here 7 reimagihed as the daffodil seeing the 
beloved’s hazel eyes and, growing sick with envy, beginning to shiver. 

7 7 7 / , 

5. If you strollforthJycyur laodfsseduc/ive^sway will kill - yet one 
kind word from you will graftJAtfAilife! 7 

In classical Ottoman poetry, the ideally beautiful mouth is 
imagined as being so small as to be virtually invisible, and yet despite 
this small size, it can bring life to the wasted lover just by speaking, 
for which reason it is typically likened to Jesus, with the beloved 
accordingly being described as possessing the breath of Jesus. In this 
couplet, Avni alludes to Jesus and his miraculous powers by saying 
that lovers who see the seductive sway of the beloved’s body are 
ready to give their lives for the beloved, from whose lips just one fine 
and gentle word will subsequently revive or resurrect them. 
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43 . §iiR 

1. O sevgilinin bana ettigi eziyetler saymakla bitmez... Tipki 
bulbiiliin, gulden ayn diipiigiinde pktiklerigibi... 

2. Ey benim gonliim; o vefasiz sevgiliye, vann-yogun (biitiin servetin) 
olan sabnm ve a$kim gosteriver! 

Burada sevgili, vefasizhk-vejy^mzca menfaat kar§iligi vuslata 
razi olu§ ozellikleri ile kar^iirifza cikmaktadir. Bilindigi gibi, divan 
§iirinin sistemi icerisinde tarifEcjjjen sevgili^ve giizel tipinin en 
onemli ozelligi, vefasiz olu§udur. Bu giizeller ve sevgililer, kendilerine 
canlari ba^lari ile tabjp olan ^fikl^rfna/degil defvarliga, mala miilke, 
altin ve giimu§e ilgT^duyarlar/Bii sebeptfe de agl^ pazannda giizeller 
alun ve giimiij gcisferilerek avlanjr|ar. Giizelleriti vefasizligi, altin ve 
giimii§e diijkiinlugu die ilgili olarak'Baki’nin joyle giizel bir beyti 


vardir: 


/ 


_C /T1 

/ / r. 


■/ 


Giizeller mihr-ban olmaz dimek yanlijdur ey Baki 

Olur vallahi billahi heman yalvari gorsiinler 

Ey Baki; giizeller pfkatli, muhabbetli, giiler yiizlii olmaz demek 
yanlipir. Vallahi de billahi de olur; ama yeter ki, insanlar onlara bir 
yalvariversinler (veya: yeter ki onlar biraz altin para gorsiinler). 

Bu beyitte gecen “yalvar” in, yalvarmak fiili dijinda altin para 
anlamina geldigi hatirlanacak olursa, giizellerin vefasiz oldugu 
diifiincesinin §iirde nasil esprili, tevriyeli ve kinayeli bir §ekilde 
ijlendigi anla^ilir. §air Enveri de bir beytinde bu hususu daha a^ik 
bir jekilde §oyle dile getirir: 
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§ol gozi ahulari zerle §ikar eylerler 
Goster ol yare dila daglarun zer yerine 

§u ahugozliiguzelleri altin ile avlarlar... Eygoniil, sen de (onlan ele 
gegirmek igin) altin yerine gogsundeki yaralan goster! 

I§te bu du§iincenin bir tezahiiru olarak Avni de sevgilisinin 
kendisine vefa gostermemesinden yakinmakta ve gonliine hitap 
ederek, sevgiliye biitiin servetini arz etmesini ogiitlemektedir. Ne 
yazik ki, ajigin sevgiliye gosterecegi serveti sabrinm ve a$kinm 
nakdinden ba$ka bir §ey degildir. §air ayrica burada, “ sabir ” ve “agk” 
ile “yok” ve “var” kavramlarim birb^irleri ile ilifkili olarak kullanmak 
suretiyle, diizenli lcffiunefir yapnvaluA jye bu vasita ile a^kimn var 
oldugunu; sabrinm ise kalmadigpu anlatmak istemektedir. 


3. Ey goniil; her zgejkadar EnlemeyehUpgiicunkalmamigsa da, sakin 

bir an olsun feryat ve-jigandaCvafegrrie. _ 

/ , ' / 

4. Ey goniil; o spjjgilinin senin feryatlartna lugiactmasi yok... Bana 
dyle geliyor ki, bu aBtapn ve i/ileypterin onun Bojuna gidiyor. 

5. (Ey sevgili); o zitftin, I aha kuygibp goniiller almakta pek 
mahirdir. Artik, eline gegmif lke/lay)d)'ir av iken, (gonlumiin kugunu) 
sakin kagirma. 

6. (A talihsiz agik; biliyorsun ki), o (vefasiz) sevgili senin oldugun 
yere hig ugramiyor... Peki, yol baglannda bu yakici bekleyiglerin ne 
faydasi var? 

7. Ey Avni; sevgilin sana ne diye dost olsun?.. Kim, huzuruna gelmig 
begparasiz bir dilenciye bakar ki! 

Bu beyitte de klasik padijah-dilenci (§ah u geda) konusu 
ijlenmektedir. Sevgili, giizellik iilkesine hakim olan kudretli bir 
sultan gibi, huzuruna gelmi§ bir dilenci durumundaki a$iga iltifat 
etmemekte, doniip bakmamaktadir. 
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1. Countless are the tortures that that beauty inflicts on me, Like the 
nightingale that is far from the rose. 

2. My heart, show that faithless one all that you have: your patience 
and your love. 

Here, we see the beloved as a faithless beloved, as one who would 
stoop to union with the loverjahly^Quijjf self-interest. In the system 
of classical Ottoman poetry, tlje most characteristic trait of the 
beloved and of the beauty is faithlessness. These faithless beauties 
and faithless beloveds are npt interested" thejx>ver, who sacrifices 
all he has for love^hut are -interested only in .wealth, in goods, in 
gold and silver. It is-for this r^asonf thit, in thednarketplace of love, 
beauties are hunted^iown by showing off gold;and silver. The poet 
Bald wrote the following fine couplet op'the faithlessness of beauties 
and their attachment ttrpiatepal wealthy '■/ 

Bald, to say that beauties cannot be good is wrong 

I swear to God they can: just beg to them a little 


Giizeller mihr-ban olmaz dimek yanfldur ey Baki 
Olur vallahi billahi heman yalvan gorsiinler 

The word yalvar in Bald’s couplet means both “begging”, as a 
form of the verb yalvarmak, and a gold coin, thus wittily explaining 
the particular faithlessness of the beautiful one by using a double 
meaning ( tevriye ), with the alternative reading of the second 
hemistich being, “I swear to God they can: just let them see a gold 
coin”. The poet Enveri deals with the same subject in a much more 
direct manner: 
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It is with gold they hunt those doe-eyed beauties 

Show them not gold but the slashes on your chest 

§olgozi ahulan zerle yikar eyler 

Goster olyare dila daglarun zeryerine 

In Avni’s verse, he expresses much the same thought, complaining 
of the beloved’s faithlessness and, addressing his heart, advising it 
to show the beloved all it has of wealth and riches. However, the 
only “wealth” the lover has is his patience and his love. The poet 
also makes use in this couplet of systematic parallelism ( leffii neyr) 
between the words “patience,” {satyr) ^and “love” ( ayk) in the first 
hemistich and “absence’^" (yokp ahd-^r^seyice” (var) - which, when 
used together, mean “all that onp has” or~“all one’s possessions” - in 
the second hemistich, thus indicdyrngyhat, tbetugh the love the lover 
has for the beloveddS still pte^ent/his^iatiencgAvith the beloved is 
absent, or exhausted! ^ / / / 

r- / | r / ci 

3. My heart, do'fiot stop your mailing for epeh an instant, though 

you lack the strength tofuail. / 7 

4. My heart, your cn&(anrf wfls seerp tedplease the beloved, who 

will not stoop to pity. i 

5. That twist of hair’s a master at hunting hearts. My love, do not 
Let go this easy prey. 

6. The beloved will not come to you. What use in waiting beside 
that road? 

7. Avni, you broke and penniless beggar, why would your beloved 
ei’er love one like you? 

In this couplet, the poet uses the classic theme of the sultan {yah , 
yeh) and the beggar (geda). The beloved - who is a sultan in ruling 
over the land of beauty - shows no interest in and does not even turn 
to look at the lover, who is like a beggar in this sultan’s presence. 
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44 

1. Dimezem vuslat iimidiyle beni $ad eylegil 
Raziyam cevr ii cefa kilmag i^iin yad eylegil 


2 . Ger sanevber hizmet-i kaddiinde kildiysa hilaf 
Serv kaddiin^iin ^evir ba§undan azad eylegil 

s' -4/ 

3. Cevr i^inde can virmekdu/muradum beniim 
Ey rakib ol yara/gayri san‘at ir§ad eyleglT 




.—i ' ■ / ^ 

4. Ate$-i gamla gybarun ydle virse'ol sanedy 
Seyl-i e$kiinleyevan ol hakj abad eylegil 

0 / v / , 

4 / / 

5. C^un felekden ‘Avnlyi-g4Syduf "m §gn a.h ile 
Bu peri§an-hatt olan evrakfber-bad eylegil 
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44. §iiR 

1. (Ey sevgili); sana demiyorum ki, beni vuslatimn umidi ile 
sevinglere gark et!.. Eziyet ve cefa etmek igin bile hatirlayiversen; buna 
da raziyim. 

2. (Ey sevgili); fam fistigi agaci eger senin boyuna posuna hizmette 
kusur etti ise, servi 
gitsin. 

Beyitte ge 9 en “ 9 evir ba$ind4n”/ ibaresinim eskiden kullanilan 
ve “canin ve ba§in sagligi iqin smaka yapmak^ hayir i§lemek, (bir 
$eyden) gelecek maqevi faydayi / 7 seydhi ki^inin kendine (ba$ina, 
canina, varhgina) yoneltmesi./(birf §eyif kendistj^in sevap ve ugur 
vesilesi yapmak” arflaminda kullamlan bir dcylm oldugu anla$iliyor. 
Tabirin bu mecazi (de^hn) abkmi^eskr>'iir,klerde bulunan ve bugiin 
de kismen ya§ayan bir adfin erkisindp tejekjdil ettigi soylenebilir. Bu 
adete gore; kujlar azat edilirkci^a^i'rZerinde birka 9 kez 9 evrildikten 
sonra serbest birakilirlar. Yine aym $ekilde, bir sadaka verilirken de, 
verilen §ey ba§ iizerinde dairevi bir jekilde birka 9 kez 9 evrilir, ondan 
sonra verilir. 

A§agidaki orneklerde, Avni’nin bu beytinde oldugu gibi, “ba§ina 
9 evir-” ya da “ba$indan 9 evir-” tabirinin yukarida izah edilen mecazi 
(deyim) ve adet anlamlarmi i 9 i 9 e girmi$ bir $ekilde yansitugi 
goriilmektedir: 

Dam-i ziilfunde olan miirg-i dili yad eyle 

Hayra gir am 9 evir ba§ina azad eyle 1 


boyunun jjatinj ipiyi, gevir bagindan, azat ediver 


1 Tacizade Cafer ('.elebi Divcim , g. 183/1. 
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Sanma pervaneleri yakdi oda §em‘-i miinir 

Cx'viriip ba§ina her birini azad etdi 1 

Sanma ku§lar-durur iistinde ucan Mecnunun 

C^eviriip ba§ina can miirgini azad itdi 2 

3- Benim muradim, ( zaten o sevgilinin ugrunda) eziyet ve cefa 
iginde can vermektir. Ey rakip; sen artik (beni helak etmek igin) ona 
ba§ka bir yol kullanmasim ogiitle. 

Ajik zaten sevgili ugruna eziyet ve cefa cekerek canini vermeye 
diinden razidir. Bunu sevgilifiin ^jpmasina hie gerek yoktur. Eger 
sevgili, a$igi helak etm£k istiyorskr-^r ^n golgesi gibi yamndan 
ayrilmayan rakip ona ba§ka yollar, ba§ka oyunlar ve sanatlar 
ogretmelidir. , v ^ F— 

§air dert, sikinjcj eziyet,/9efaAe nflrayet olUmiin a$kin olmazsa 
olmaz unsurlari ohJLugunu ifacE; edijyor/fClasik e'd^biyatin a$k anlayiji 
i 9 erisinde dert, gam,,eziyet, ah, feryat ve figanji^igm vazge^emedigi 
§eylerdir. O, a$k yolhtfda bu^tkrptifapaf katlanmaktan, camm bile 
vermekten asla qekinrfiejrf H^tta bn yikiptikr ne kadar 90 k olursa, 
a$k ve ijtiyak da o derece artacaktm Afigi asil helak eden §ey, bunlar 
degil de sevgilinin ilgisizligi, gormezlikten geli§i ve ba^kalarina 
(agyar veya rakip) liituf ve ihsanlarda bulunmastdir. 

4. (Ey Avni); 0 put gibi guzel sevgili, gam atefi He senin (bedeninin) 
topragim yakip kavuracak olursa, sen de gdzya^larmm seli ile gel de ( 0 ) 
topragi abad ediver. 

Beyitte gam ateje; a$igin bedeni susuzluktan kavrulmuj 
topraga; a$igm gozya$lari ise kurumu§ topraga hayat veren suya 
benzetilmi§tir. §air, a^k ate§i ile kavrulmu? olan a§igin ancak gozya§i 
dokerek var olabilecegini anlatmak istiyor. Beyitte “sanem” (put), 


1 Mesihi Divam , g. 248/3. 

2 Sun ‘i Divam , g. 189/2. 
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“revan’ (ruh, Cebrail) ve “topragin abad edilmesi” (canlandirilmasi, 
hayatiyet kazandirilmasi) unsurlan birlikte kullamlmak sureti ile 
Kur’an-i Kerim’in olii topragin su ile canlandirildigi gibi, insanlarin 
da oldiikten sonra diriltilecegi yolundaki beyanina ve topraktan bir 
ku§ yapip ona ruhundan iifleyerek canlandiran Hz. Isa ve gosterdigi 
mucizeye telmihte bulunulmu$tur. 

5. Ey Avni; mademki ettigin ahlar yuzunden felekten sana dert 
ve gam eri§mektedir; o halde, bu karmakan§ik yazilarla yazilmi§ 
mektub(a benzeyen ahm)i gdkyuzune gonder gitsin. 

Klasik edebiyatimizin kiiltiiriinde insanlarin ba§larina gelecek iyi 
veya kotii §eylerin hazirlayicisuijnjfe 1 p kpldugn kabul edilir ve ona 
dilekler arz edilip, ijogu zarfian dajsot iitalihten dolayi sitem oklarina 
hedef se<;ilir. Yine, bilindigi gibjy 7 klasik edehiyatimmn dii$iince 
sistemi iijerisinde,-amildar fejegip kendrlerine -\£eva gordiikleri bela 
ve musibet saganagnjidan oldukfa mbmpundutlajr Bir an bile olsun, 
iizerlerine gelen btj3 musibeff d ei t ve bela oljlarinin kesilmesini 
istemezler. l$te Avni, bu djujupil^ ^erisinde} felekten kendisine 
gam ve dert gonderm^siijii istyrnelt-fe yed^'dilegini de ona mektuba 
benzettigi ahlari vasitasi^le^vlijjrnakfaetn-. Smeden siyah dumanlar 
halinde ipkararak, done done gokyiiziine (felege) dogru yiikselen 
ahlar, beyitte karmakarijik yazilarla doldurulmuj ve riizgarda 
U 9 u$arak goge yiikselen mektup kagidina (veya rulo halindeki 
evraka) benzetilmi$tir. 
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1. Ido not tell you to give me joy in the hope of union — hut remember 
to torment and torture; to that I do consent. 

2. If the pine has done wrong while serving one of your stature, do 
your cypress stature a favor — do a good turn and set it free. 

The phrase gevir bagmdan- meaning literally “pass (something) 
around the head” and here t^ansl&ted as “do a good turn” - is an 
old idiom used to refer to the giying of aims or the doing of a good 
deed in order to comfort the givei/dr doer, opda order for the merit 
gained by the alms- or the gqod jleyd^ttKreturrrJo the giver or doer. 
The idiomatic meaning of this phrase gpes back'to a practice of the 
ancient Turks, one^at can still sorjnerfmes be seen today: originally, 
when setting a birefTfee, it would be held'iabove the head and 
passed around the heart a few^imey in^/circle before being released; 
similarly, when giving afpis toyaimcope, allea5bject or item would be 
passed around the head a few thrieSTefore being proferred. 

In the examples below, the idiom bagindan gevirmek - in its 
alternative form, bagina gevirmek - is used in much the same way as 
Avni uses it, with the literal and figurative meanings of the phrase 
both being relevant: 

Recall the bird of the heart trapped in your curls and see 

You do it a good turn round your head and set it free 

Dam-i ziilfunde olan murg-i dili yad eyle 

Hayra gir am gevir bagina azad eyle' 

1 Tacizade Cafrer (jelebi Divam , #183/1. 
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* 

Don’t think the moths have in the bright candle been burned 
But set them free and you’ll have done them a good turn 

Sanma pervdneleri yakdi oda $em '-i munir 
Qevirup bapna her birini azad eyle x 

* 


Don’t think it’s birds that fly there above Majnun 

He has done his soul’^ bird goo^kapd set it free 

Sanma kiqlar durur ustunde uyffi Mecnuntffu 

3. My only ivisfijs to giv/my lifeAo my time through suffering, 
through torment. Soyou, my rival - find a novelyuay to kill me. 

The lover is always^a^read^pre^ar^Ttg> give his life through the 
suffering and torment ffyyekdwed, so there is thus no 

real need for the beloved to inflict suffering and torment. In order 
to destroy the lover, then, the beloved would do well to teach the 
lover’s rival - who is like a shadow, always by the beloved’s side - 
different ways, different tricks, and different crafts for doing so. 


Here, the poet gives voice to the idea - fundamental in classical 
Ottoman poetry - that pain, suffering, torment, torture, and finally 
death are in fact the sine qua non of love. The lover will not, and 
indeed cannot, leave the path of love without experiencing such 
suffering, without giving his life for love. In fact, the greater the 
suffering and the more numerous the torments inflicted, the greater 


1 Mesihi Divcim, #248/3. 

2 Sunt Div&m , #189/2. 
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the lover’s love and yearning for the beloved will be. What truly 
kills or destroys the lover, then, is not this suffering, but rather the 
beloved’s lack of interest; the beloved’s pretending not to even see 
the lover; and the beloved’s favoring of “others” (agydr ) or of the 
rival in love ( rakib). 

4. If that idol burns and roasts your earthly body in the fires of grief 
— come, release a flood of tears andfructify that earth. 

In this couplet, grief is likened to fire; the lover’s body to parched 
soil; and the lover’s tears to water capable of reviving that soil. Avni 
is saying that the lover roasting in the fire of love can only continue 
to exist by spilling tears,- by weipjrt^/JThe use of the words “idol” 
(.sanem ) and revan - hereAransly.ted as ‘Aome” but also meaning 
“spirits” and alluding to the angefjZabriel - together with the phrase 
“fructify that earth’fyW hdHt} Jib fid eylegil) , alljldes to the Qur’an’s 
pronouncement thaj: the dead via 11 bQpaised again to life, as dead 
soil is refreshed byyyater; as well as to a mirackr^erformed by Jesus, 
who fashioned a bifd'out of clayyind r breathing into it, gave it life. 

5. Avni, you sigh andrijfe heavens rayn 'Joton grief andpain - so send 
up the scrawled pages of your siflis Irirthie wind and let them go. 

In the culture surrounding classical Ottoman poetry, the heavens 
were accepted as the source of all the good and bad that might 
happen to people, with wishes being addressed to the heavens and 
the heavens being seen as the source of many of the unfortunate 
events that befell people. Moreover, within the conceptual system 
of Ottoman poetry, the lover was quite pleased with the troubles 
and disasters rained down by the heavens, seeing these as wholly 
suitable for himself; thus, the lover would not wish the downpour of 
trouble and pain to stop for even a moment. Working from within 
such a conceptual framework, Avni here wishes for a rain of grief 
and pain from the heavens, and so sends his sighs - here likened to 
a letter, or literally to “pages” ( evrak ) - up to the heavens to express 
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this wish. Sighs were imagined as issuing from the lover’s breast in 
the form of plumes of black smoke curling together up into the sky, 
and Avni likens these plumes to scrawled handwriting {perqdn-hatt) 
on a letter or scroll that is cast into the wind and carried upwards 
to the heavens. 




/ / / K 
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1. Gill yiiziin $evkiyle kim doling durur hunin goniil 
Bir akarsudur kim iistinde revandur berg-i giil 

2. Dir gorenler devr-i hiisniinde ne yara$mi$ seniin 
Gozleriin mesti oninde jki tijze cieste giil 

/ -i/ Fj 

3. Devr-i hiisniinde lebiindiif yjiziine revnak viren 
Halet-efzadur beli dill>er yminde tab-rrmil 

S' /y/ § 

4. Saltanat tacina^ba? egmdz liabuntmez senr 


Sana bin can Me-kuldur ozgel suldndur.gbniil 

5. ‘Avni bir sayd-i za‘mind% buj^rSalernde kim 
Muhkem it zencir-i ziilfiinaen anufi boynina gull 


1 (45).AE/I4b. 
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45. §iiR 

1. (Ey sevgili); gill yuzunun hasreti ile kanla dolan gonliim tipki 
uzerinde giilyapragimn aktigi bir irmaga benzemektedir. 

Burada sevgilinin giil gibi giizel ve parlak yanagimn hasreti ile 
kanayan goniil, irmaga benzedlmekte; o goniilde bulunan sevgilinin 
yuzunun (yanagimn) hayali ise, irmagm uzerinde akan giil yapragina 
tesbih edilmektedir. - r k 1 

■ --- ~~d y, 

s' y ri 

2. (Ey sevgili); naz sarho§u oljnu§ gozlefinin onunde iki deste taze 
giil (gibi yanaklar)mi yprenlep, “GyZzelJiginin devrinde, (bu giiller) ne 
de yaraymij! ” demekiEn kendikyini^lmydzlar. y 

Metinde gecen-i “ devr’ spzciigiinjih bir, anlann da “§arap 
kadehi”dir. Kelimeflin bu anlann i?in iiphe^ katildiginda, i^ki 
diifkiinleri arasindal^tlana# jarap ik dolu kidehin iipne giil veya 
giil yapragi konulmasfjidedrHdiaEdlai^aktadir. §air, sevgilinin giil 
gibi parlak yiiziinii veya giizejl(gfflijff£j^kaaehine; yanaklarim da o 
kadehe konulmuj giil destelerinemenzetiyor. 

3■ (Ey sevgili); giizelliginin dei’rinde yuzunun siisiinii ve degerini 
artiran, kirmizi dudagmdir. Aym §ekilde, farabin rengine renk katan 
da sevgilinin (giil) yiizii degil midir? 

Beyitte gecjen “ devr-i hiisn ”, “ revnak-(bahf )”, “ halet-efzd”, “dilber 
yiizii ’ve “ tab-i miil’ ibareleri aym zamanda lale isimleridir. 

4. (Ey sevgili); gonliim sana bin can ile kul olup, bamba^ka bir 
sultanliga ula§mi§tir. Artik bundan sonra hifbir saltanat tacmi giymek 
if in ba§mi egmez ve hifbir tahti kabul etmez. 

5- (Ey sevgili); Avni bugiin diinyada senin zayifve aciz bir avmdtr. 
Ziiljuniin zincirinden onun boynuna saglam bir halka vur (da, avm 
olmaktan kurtulamasm). 
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1. Murg-i dil her dem ider ol ate$in ruhsara meyl 
Kim semender la-bud ider kande-y-ise nara meyl 

2. Kuyina ‘azm eylesem devr-i ruhinda yok ‘aceb 
Ehl-i diller mevsim-i gijlde i^er giilzara meyl 

/ IS Cf 

3. Ahum i$itdiikce rahm ideKnigar ammayakib 
Rahm kilmaz-bada itrpez punier seng-i fiira meyl 

S /y/ S 

4. La‘li devrindcharabatilbgujnj! eylemen 


Rind olan eyle,j>herm§e gu|eli hammaca/neyl 

t-y Sy 

). ‘Avni asmaz kulagina ddfrj d l^ljn^alemim 
Tuti-i tab‘i ider ol §ekkerin-guftara meyl 


1 (46).AE/I4b. 
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46. §iiR 

1. Semenderin, her nerede hulunursa bulunsun, atep tercih 
ettigi gibi, gonlumun ku$u da setgilinin o ate§ renkli yanagina meyl 
etmektedir. 

“Semender ”, ate?te yanmadigina yahut ate?te ya?adigina inanilan 
efsanevi bir hayvandir. Divan ?yri metinlerinde cokc^a tesadiif 
edilen semender, ate? ile' olan,jli?kisi_/ypzunden genellikle a?k ate?i 
icerisinde yanmaktan haz alan £§ik ve a?lgm gonlii icin benzetme 
unsuru olarak kullamlmi?tir. Bit^be^tte de a^tgin gonlii sevgilinin 
ate? renkli yanagin^ ilgi gojter^igiyy^ ona^dogru ko?tugu icin 
semendere benzetilmi?tir. 


/ 

2. (O sevgilininj^yanaginin 


j(guzelligi vp-parlakligi He dillere 
destan oldugu bu) devir^e mafrallefineyt’a^mak istesem, buna $aphr 

mi! (,nyiii / plnli itisanlSr/’frsihl/Lr) triiLrnjtvAvelindp aiil huh^esine meyl 


mi!.. Goniil ehli insanlar/asil 
etmiyorlar mi? 

3- O put gibi (giizel) sevgili, ahimi ipttiginde bana acir; ama rakip 
asla!.. Cpiinkii serf kayalar riizgardan etkilenmezler. 

Beyitte a?tgin a?k acist ile gokyiiziine yiikselttigi ahlar riizgara; 
sevgili, inceligi ve nazikligi ile, riizgarin hafif bir esintisiyle egilip 
biikiilen giil dalina; kabaligi, sertligi ve acimasrzligi ile tamnan, 
a?igin feryatlan ve inlemeleri kar?isinda merhamete gelmeyip sevgili 
ile arasim acan rakip de sert ve iri govdeli kayalara benzetilmi?tir. 
Sevgili bir giil dali veya narin bir fidan gibi a?igin ah riizgarindan 
etkilenmekte ve merhamete gelmekte; rakip ise sert, iri ve simsiyah 
kayalar gibi, ah riizgan ne kadar ?iddetli olursa olsun, hicbir zaman 
etkilenmemekte ve merhametsizlikten vazge^memektedir. 
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4. (O sevgilinin) lal (gibi kirmizi) dudaginm (aleme fdhret 
saldigi bu) devirde, beni sarho$lugumdan ve periyanligimdan dolayi 
kinamayin!.. CJ.unku (diinyayi ii$pula satan) rintler igki du^kunlerinin 
ugragi olan meyhaneden hi$ ayn kalmazlar. 

Divan jiirinde sevgilinin dudagi -kirmizi rengi, tatliligi ve sarhoj 
edici giizel sozlerin kaynagi olmasi sebebi ile- §araba ve meyhaneye 
te§bih edilir. Beyitte, sevgilinin dudagina goniil veren a$igin bu hali, 
meyhaneden hi^ ayri kalmayan §arap diijkiinlerinin durumuna 
benzetilmijtir. 

5. (Bu) Avni dlemin (en kiymetli) incilerini ve yakutlarim asla 


kulagina asmaz (onlara degerpprniez)j. .yOnun tabiatmin papagam 


ancak $eker gibi tatli sozler foyleyen, sevgui(mn dudaklan)na meyl eder. 

Qinkii sevgilinin agzinda, dtptyamn en e^siz incilerinden daha 
degerli dialer ve ejt^b e nze r i/bu km m ayan lal -ve yakut ta$lari gibi 
dudaklar bulunmakjtadir. ^aip ayrica tuti-i~Jpd” (§airlik tabiati 
papagam) ve ‘)ekkedm-guftar' (jeker gibi sozleEsoyleyen) tabirlerini 
birlikte kullanarak, papaganbtnn^eker yedirileh;kkonu$turulduklari 
bilgisine telmihte bulumj^pr. §air bu beyict^^airlikgiicimii diinyamn 
higbir degeri icin degil yAmic&j sbygilirrfn dudagi icin kullandigim 
ve sadece onun agzinin vasfinda §iir soyledigini soylemek istiyor. 
Ayrica, dudagin ve agzin tasawufta kelam-i ilahi dolayisiyla vahdet 
sembolii olarak algilandigi hatirlanacak olursa, burada §airin sadece 
ilahi sirlari ve vahdet gercegini di§a vurmak icin §iir yazdigi hususunu 
dile getirdigini soylemek miimkiindur. 
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1. The bird of the heart tends always to that fiery cheek, as the 
salamander tends everywhere to fire. 

The salamander of legend was a creature that fire could not burn, 
a creature that made its home in fire. As such, classical Ottoman 
poetry often strikes a likeness between the salamander and the lover, 
who takes pleasure in birrhingjn tnejl^mes of love. This is the case 
in this couplet as well, witfi thejaird of tire lover’s heart flying with 
ardor toward the beloved’s fkpne^zblojed cheeltr 

2. If I drift always, toward/ifie homeFfthat bright cheek, what of it? 
In the time of roses true lovers drift howefrd the ralegar den. 


3- Hearing my sigfm my lave will pity me - -hut my rival? Pitiless: 
hard stones do not bendip^fie dind! / f ( 

In this couplet, the loved/pdi^ieil si gits are likened to the wind; 
the graceful and kind beloved to a rose branch bending slightly in 
the wind; and the lover’s cruel and pitiless rival - whose refusal to 
hear the lover’s cries opens a rift between him and the beloved - to a 
large, hard stone. The beloved, like a rose branch or delicate sapling, 
is moved by the wind of the lover’s sighs and comes to pity him; but 
the rival, like a black stone, will never be touched, no matter how 
strong that wind, and remains stubborn in his mercilessness. 

4. Now is the time of your garnet lips: cast no judgment on my 
drunken ruin! Drunkards tend always toward the drinking house. 

In classical Ottoman poetry, the beloved’s lips are frequently 
likened to wine and to the tavern in that they are red in color, sweet 
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1. Musa-yi miijen olursa canuma katil 
Kafir olayin olur isem ‘Isiye ka il 
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47. §iiR 

1. (Ey sevgili); senin kirpiklerinin Musa’si beni oldurse bile; eger 
(yeniden dirilmek igin) Hz. Isa’ya razi olursam kafir olayim! 

A§ik, sevgilinin kirpiklerinin Misir’da bir Kiptiyi yumrukla 
olduren Musa Peygamber gibi, kendini oldurse bile, o bunu 
mutluluk kabul etmekte ve dirilmejk istememektedir. Hatta Isa gibi, 
oliileri dirilten bir peygairiberjaile gelsb^sevgilinin kirpiginin darbesi 
ile oldiigii bu durumdan kurtulmamak iqin onu bile reddetmeye 

hazirdir. d— 

'Zyj / / y 

Beyitte kirpik anlamina/g^lep/^'rpuje”, arapq;a ustura anlamina 
gelen “mavsa” ve “Alusa” isrnb ili kyn/anda tetynih, cinas ve iham 


yapilmiftir. AjagidSki beyitler bunun iki guzeIj~ornegidir: 

Aldiginca ele mavsastiif be^ber'lsa. f '/ 

Gosterdi yed-i beyzayi gulritijtfeft 1 bilegi (Sun‘i) 

Kan itse miijen la’l-i giiher-zayi kinarlar 

Musa icpiin olur bu ki ‘Isayi kinarlar (Necati) 

2. Semender, (afiin) gonlii ve cam yakan gomlegini giymemek ifin 
ate§ ifimde ya$amaya karar verdi. 

Bir onceki §iirin ilk beytinin izahinda da deginildigi iizere 
semender ate§te yanmadigina, hatta atejtc ya$adigina inamlan 
efsanevi bir hayvandir. Bu beyitte de semenderin ate§ten (jikmamasi, 
onun ate§ten daha yakici olan a$k elbisesini giymek istemedigi 
yolundaki hayali sebebe baglanmi§ ve hiisniitalil yapilmi§tir. §air 
burada, miicerret (soyut) bir kavram olan a§ki can ve gonul yakan 













bir hirkaya (ateften gomlek) benzetmiftir. Fatih Sultan Mehmed’in 
fiir sahasindaki giiciinii acikca gosteren bu beyit, lafiz ve anlam 
ilifkileri bakimindan tam bir berceste misra ozelligi ta$imakta ve 
divan fiirinin en giizel orneklerinden birini olufturmaktadir. 

3■ O sevgili, “Bana kavu§mak isteyen, eziyetlerime de katlansin" 
diyormu}... Bu vaadi ve sozu sanki eziyetlerine dahil degil(mi} gibi 
komquyor). 

Yani, sevgilinin bu sozii de onun ettigi eziyetlerin bir parcasidir. 


4. (Ey sevgili); sinemde yaktigin ate} i(in iki gozumden irmaklar 


olur 


mu' 


akitiyorum. Acaba o sinedeki ate}in js(inmesi miimkun ■ 

5. Avni her ne kadar 'Xvuslat) gayesihk ula}amadi ise de, (tek) 
maksudu (olan sevgiliyi bir an biUjdsun) hatiryddan (ikarmadi. 

////'/ 






/ 


/ / 


db 


W / / 




/ 
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1. Even if the Moses of your lashes proves my killer, I’ll be damned 
if I go over to Jesus! 

The lover accepts it as a joy and a blessing if the beloved’s lashes 
slay him, just as Moses killed a Copt with a single blow while in 
Egypt (cf. #1/1), and so he does nof wish to be revived. In fact, even 
if a prophet such as Jesus TonjesTt4j:§fei|)prect him, he is prepared to 
deny that prophet in order not ya be rescued from the sweet death 
dealt out by arrows of the beJovCtJ^eyelashes.^- 

The word mujtjxv the ^efupjct, jri7aning ' < ^yelash”, is used in 
connection with the' A\usion ftelirtih)pa Mosesrjwhich is written as 
Musa y) and ffius can also, through a phji and the rhetorical 
device of amphibology refer fo^-straight razor or, in Arabic, 
maivsa (^ r ), which has/fhe sanie .spclhn^Other examples of this 


complex interaction of rhetoricalJctevices are the following couplets: 

When the barber Jesus took up his razor 
He exposed his white hand 1 and his silver wrist 

Aldigmca ele mavsasmi berber Isa 
Gosterdi yed-i beyzayigumiiften bilegi (Sun'i') 


1 Translators Note: The “white hand” (yed-i beyzd) alludes to the powerful 
and miraculous hand of Moses {v. #1/1). 
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If your lash draws blood, they will condemn the garnet bearing 
gems 

And it is for the sake of Moses that Jesus they’ll condemn 


Kan itse miijen la ‘ l-i guher-zayi kinarlar 
Musa ifiin olur bu ki ‘Isayi kinarlar (Necati) 


2. And the salamander chose the fire for home, so as not to bear the 
frock that sears the heart and soul. 

As mentioned in the explication of the previous poem, the 
salamander of legend was a creature that fire could not harm, and 
that was, in fact, believed to make f rts^Jj!eftrie in fire. In this couplet, 
the salamander’s refusal to leave" the fire' is explained as its desire 


not to wear the clothjng or ftocyr (ryuk'a) tharts love, which burns 
much fiercer thanjfire; this^^iyexkpdple of the rhetorical device 
known as hiisn-i tdTtl or poetig etiolo^ In this^thc poet likens the 
abstract concept ofilrive to a phys: cal garment that can sear the heart 
and soul. With the/kjtricate relationships Tt establishes between 
sound and significance^etw^en ifterdl afh(^figurative, this couplet 
shows off Sultan Mehmed IF-/ pdetic pbwer at its best, and indeed is 
one of the finer couplets in all of classical Ottoman poetry. 


3- The beloved says, “Those who want me must bear my tortures. "As 
if this word were not itself among those tortures. 

4. From my eyes I spill seas on the fire below. But can that fire in my 
breast be put out, can it? 

5- Though Avni has not reached his goal, his goal has not once gone 
from his thoughts. 
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48 


-i- 

Sevdiin ol dilberi soz eslemediin vay goniil 
Eylediin kend’oziini aleme riisvay goniil 
Sana cevr eylemede kilmaz o pervay goniil 
Cevre sabr eyleyemezseji ni’deyin hay goniil 
Goniil eyvay goniil vay^gontike^ay^goniil 

G' ' a 
- 2 - / / / 

<^ak olan de.vtd cefa-y-dle glriblirmndur 
Ili^en har-i gaff} u mihnete diimanunduky 
Dokilen yire beta tigi-^-ileJkanundur kb 
Her dem agiza gelen mijanep-ile^niandur 
Goniil eyvay gonuyvay gionfiil. eyy^y 'g6n iil 


Tali un yiizi giiliip olmadi handan n’ideyin 
Yiiregiin derdine bulinmadi derman n’ideyin 
Kasduiia yar <;eker han^er-i biirran n’ideyin 
Virisersin bu gam u mihnet ile can n’ideyin 
Goniil eyvay goniil vay goniil eyvay goniil 


1 (48). AE /15b. 
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- 4 - 

‘I$k-i dildar ile ni^e idesen nale vii zar 
Eylediin sabr ii karan bu hevalarda nisar 
Ziilfi sevdasi ider alemi 91111 ba$una dar 
Fayide ne tutalum eyleyesen terk-i diyar 
Goniil eyvay goniil vay goniil eyvay goniil 


- 5 - 


Vasl-i dilberle nasib olmadi dil-§ad olmak 
Dest-i cevr ile yikilan diliin abad olmak 
Dam-i gamdan dikiicari bujifu/i azad olmak 
Ni 9 eye dek i§iin efgkn ile fipryadolmak 
Goniil eyvay goniil vay goniik eyvay go Mil 

■^7 / / / 


Z=i -6-' 




C^iinki dildar Inyazun goriibp naz eylef^ 
Naleni ijidicek ^veye £gazeylefr / , 
Bezm-i gamda kad^ni ^engyiizmi'sa^-eyler 
Nali$iin perdesini Ziihre^kjdemGaz eyler 
Goniil eyvay goniil vay goniil eyvay goniil 


- 7 - 

Bilmediim derd-i diliin olmek imi$ dermam 
Oleyin derd ile tek gormeyeyin hicram 
Mihnet ii derd ii gama olmag^iin erzani 
‘Avniya sencileyin mihnet ii gam-ke$ kam 
Goniil eyvay goniil vay goniil eyvay goniil 
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48. §iiR 

I. Vay goniil! (Bir tiirlii) soz dinlemedin ve gidip o dilberi sevdin 
de kendini biitiin alemin diline diigiirdiin... Ey goniil; o (sevgili) sana 
eziyet etmekten big gekinmiyor. Neyapayim ki, senin (ise) gile ve eziyete 
hig sabnn yok... 


Goniil! Eyvah goniil! Vay'gpi^iill.'eyVah goniil! 


II. (Ey goniil); yakan, cefa w eziyetirEeli He parga parga olmug; 
etegin, gam ve mihriep dikenine tgdulnyig; kanrftrbela kihci ile yerlere 
ddkiilmiig; camn isc(Efieredeysyrtktytt 1’e/eziyet ile^agza gelmiy.. 


— / 

Goniil! Eyvah gertiil! Vay gonjij, eyvah gonSf! 




III. (Ey goniil); ne p/a^aymyki, J/alifyihpuna yiiz gosterip bir tiirlii 
giilmedi... Yazik ki, yiireg/nin ferdine'derynaEda bulunmadi. Ne gare 
ki, o sevgili seni oldiirmek igin (gamzesinin) keskin hangerini gekecek ve 
sen bu gam ve sikinti ile canim vereceksin... 


Goniil! Eyvah goniil! Vay goniil, eyvah goniil! 

IV. Bu hei’a ve hevespeginde sabnm ve karanm sagip savurdun... 
Sevgilinin agki ile artik ne diye aglayip inleyeceksin!.. O sevgilinin 
ziilfiiniin sevdasi biitiin diinyayi bagina dar ettigine gore; tut ki, 
yerinden yurdundan aynldin; bunun sana nefaydasi olacak? 


Goniil! Eyvah goniil! Vay goniil, eyvah goniil! 

V. Seigilinin vuslati ile ferahlanmak sana nasip olmadi... Eziyet ve 
cefa eliyleyikilan gdnliin(iin evi) de tekrar yapilmadi... Goniil ve can 
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biilbiiluniin de gam tuzagindan kurtulmasi miimkiin gorulmuyor... 
(Peki bu durumda) daha ne kadarferyat vefigan edip duracaksin? 

Goniil! Eyvah goniil! Vay goniil, eyvah goniil! 

VI. O sevgili senin yalvarmalanm gordiigiinde nazbzmr; inleyiflerini 
ifittiginde ise ifveye ba$lar. Gam meclisinde de senin boyunu geng gibi 
(iki buklum), yiizunu saz (gibi sapsari) eder ve inleyiflerinin perdesini 
(yukselterek) Zuhre yildizina ulagtirir. 

Goniil! Eyvah goniil! Vay goniil, eyvah goniil! 


VII. Goniil derdinin <de. 



if; bilemedim... Oleyim de, 


yeter ki ayrihk (derdini) gormeygyim!.. Ey Avni; senin gibi, mihnet, 
dert ve kedere layik bir dertli riereej/bulunur? <r~- 

Goniil! Eyvah g&hiil! Vay^onhf, t^vah goniil] 


4 


-1/ x 

r-j~ j ' 
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48 


1. You loved that heart-stealer and listened to no one, my heart. 
You let yourself be fodder for gossip, my heart. Your love has no qualms 
about tormenting you, my heart. If you can’t endure it, what will I do, 
my heart? 


My heart, O my heart 1-0 my-hhar^, my heart! 


r) 


2. It’s the torturing hand that’s lorn your collar^ Your hem has caught 
on the thorn of grief and pairy. So/rowls rendingfsword has spilled your 
blood. And your soidffrom suff/rihgf isjdiught inf our throat, my heart. 

fh / r / hi 

My heart, O my^heart! O my heart, my heart! 

fs, / ) / ^ 

3. What can I do? rat f laughs ir/my/fatfe but wears no smile. What 
can I do? There is no curef ihpjiffi'dig Wof mine. What can I do? My 
love draws the sharp dagger and strikes. What can I do? You will give 
your soul to this anguish, this grief. 


My heart, O my heart! O my heart, my heart! 

4. Why weep and wail for love of your love? Your patience and 
strength you have wasted on wind. Passion for those curls has ruined 
you, ruined. You’ve left your home, your land, but what has been the 
use? 


My heart, O my heart! O my heart, my heart! 










5. It has not been granted you, union with your love. Your heart 
shattered by sorrows has not been rebuilt. The nightingale of your soul, 
your heart, has yet to leave grief’s trap. Now how much longer can you 
weep and wail? 

My heart, O my heart! O my heart, my heart! 


6. Your love sees you begging and plays the coquette, hears you 
wailing and starts to tease. In the gathering of grief you’re a harp bent 
double and as pale as a saz. 1 The curtain of your wails pitches upwards; 
you are partner to the morning star. 



7- I did not know death was th/cuje for thebe art’s pain. So let me 
die and not face separation’s pain! Avnrf, jdhere caffyou find another like 

. , .—I J 4 ' / 7, . . r j 

you, so suited to sorrow, so fitforppa.in, sofecomingfo grief \ so deserving 
of agony? fd ■—> 

My heart, O my hearf:! O jcrty l>6arp< heart! 


1 Translator’s Note: The saz is a stringed musical instrument the front side 
of whose body is typically made of a wood that is pale in color. 
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1. Nediir bu hiisn ii $email nediir bu hulk-i cemil 
Ki sende zahir idiipdiir Huda-yi Celle Celil 

2. Yiiziinde ziilfiin eger olmasa ne noksan kim 
C^erag-i $emse ne hacet _ger olmgz ise delil 

r'nitjy 

3. Ni<;e ki omr ile fikr eyleddnpgice giindpz 
Sacundan alimadi birkaber birfikr-i tavil 

S' /y/ S 

4. Goniil ekgurv-ijmar carrln itmeeun kurban 
Ne $are cenneps-girmepe k^i oka bahij^ 

5. Ne ola sabr ile §evk(injcl|}a pzj^^rimun 
Kabul eyle budur van ger kesir ii kalil 


1 (49). AE /16b. 
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49 . §iiR 

1. §am yiice Tann’nin, (kendi guzelliginden bir yansima olarak) 
sende ortaya qikardigi bu yiiz ve tavir guzelligi, bu duzgun ahlak ve 
yaratih} inceligi nedir boy lei.. 

Klasik edebiyatimizin temelinde kuwetle yer alan tasawufi 
diijunceye gore; varliklar Tanri varligimn yansimalarindan 
ibaret olup, biitiin guzdliklgr <de- yi/icj/oriun mutlak giizelliginin 
ve miikemmeliyetinin (cemal/i mutlak ve kemal-i mutlak) 
tezahiiriidiir. I§te bu e§siz ve mddak^sifatlarl^-muttasif olan Tanri, 
bilinmeyi istedigind^n, biitup- cejnak/kemal ve kudret sifadari ile 
ayna hiikmiinde vuquda gctirdjgi varlil^ra tezahii/ etmi$tir. 

2. (Eysevgili; qil-ifd) yiiziiniin ii.zerinde (siytdy) ziilfun bulunmazsa 
bu noksanlik degildir. 'Giinef kayidiljninjttili yoksa da, buna ne ihtiyaf 

.^ y 


var? 


J- 


d 




/ 


Beyitte sevgili olarak oviilen 've yiiz guzelligi anlatdan kijinin, 
saglari kazinmif bir mahbup oldugu anla$ilmaktadir. Bundan sonraki 
beyit de yine safari olmayan o giizele tahsis edilmi§tir. Bilindigi gibi, 
kendilerine “abdal”, “torlak”, “cavlak”veya “ 151 k” da denen kalender 
dervijleri sac, sakal, biyik, ka$ ve kirpik gibi viicuttaki biitiin tiiyleri 
ve killari kazitirlardi. §air, saclari kesilmij giizelin yiiziine bundan 
dolayi bir noksanlik gelmedigini anlatmakta ve buna ornek olarak da, 
giine§ kandilinin fitile ihtiyacimn bulunmamasmi gostermektedir. 
Metinde gegen “ delil’ sozciigiiniin, bilinen “§ahit, alamet, ayet, im 
ve i§aret” anlamlan dijinda, yine bu anlamlarin bir tezahiirii olarak, 
mumun ve kandilin ucunda titreyen alev ve buna mekan olmasi 
sebebiyle de, “fitil” igin kullamldigi anla^ilmaktadir. Yiiz, parlakligi, 
ljiklihgi ve giizellik kaynagi olmasi bakimindan giineje ve kandile; 
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yiiziin iizerine du 5 .cn sa 9 lar da rengi ve duruju bakimindan kandilin 
(vcya mumun) fitiline benzetilmijtir. Ilki Rahmi’den, digeri de 
Hayali’den aldigimiz §u iki beyit, “delil”in; ucunda alev bulunan fitil 
anlamina geldigini gostermektedir: 


Dag-i gam sinem ^eragidur elif ana fetil 
Kiill-i cismiim neydiigune oldi bu ru$en delil 
§u‘le-i gam dilde vii cismiimde dagi 91 m fetil 
Zahir ii batin getiirdiim ‘i$kuna iki delil 


Giine$in 9 iraga, yani kandile benzetilmesi, Kur’an-i Kerim’in 
“Onlann (goklerin) iginde ajn 1git\mt^r kilmip, giinep de bir (irag 
(kandil) yapmiftir” mealindeki 71 -NufTsuresi 16. ayetine yapilan 
telmih dolayisiyladir. ^ / / 

~-v / / / 


"^■'mir 


Beyitte ayrica M j£ms” vended?’ '.(delil, i§aret, sebep) 

olmasi, - I^ur’an-i Kerim’in 
telmih yapildigim gosteriyor. 
“Rabbinin golgeyi ntfstl uzapigim garmedin 'nA? Eger dileseydi onu 
elbette hareketsiz kilardujSpnrd bizdgiidejip pna (golgeye) delil kildik” 

(i$areti, sebebi) olarak 


tabirlerinin birlikli kuMmf 
25-Furkan suresi (35. ayetine k 


mealindeki bu ayette gime^/gijl 
tammlanmaktadir. 


3■ (Ey sevgili); dmrum boyunca gece gundiiz ne kadar dupmduysem 
de bu uzun duyiinmelere ragmen yine saglanndan hi$bir haber 
alamadim. 

§airin omrii boyunca uzun uzun dujiinmesine ragmen sevgilinin 
sa 9 indan bir haber alamayi$i, yukarida da deginildigi gibi onun, 
sa 9 larmi kazitan bir ki§i ol 1151 mdan kaynaklanmaktadir. Beyitte 
“omr’, “saf” ve “ fikr-i tavlV (uzun dii§imce) unsurlarmm birlikte 
kullamlmasi, tenasiip olu$turmaktadir. 

4. (Ey sevgili); gonliim, camm kurban etmeden senin engine 
ula^mak istiyor. Halbuki ki§i cimri olursa hi$ cennete girebilir mi? 
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I Beyitte sevgilinin e§igi, e§iginin topragi, mahallesi Kabe’ye; 

1 vuslati ve vuslat odasi ise cennete benzetilmiftir. Sevgilinin engine, 
i mahallesine ve kapisina varmak isteyen a$iklar da Kabe’yi ziyarete 

! gelen hacilar gibi dujiiniilmujtur. Kurban kesmeden Kabe’yi 

1 ziyaretin anlami olmadigi gibi; canini feda etmeden de sevgilinin 
i," engine yaklajmak mumkiin degildir. Eger a$ik cimrilik gosterip can 
, nakdini harcamaktan, caninin kurbanini o ejikte kesmekten uzak 
duracak olursa, “ Cimriler cennete giremez hadisinin hukmiince, 

I sevgilinin cennete benzeyen vuslatina eremez. 

I ' 

' 5. Avni’nin (senin ugrunda harcamak i$in) sabrmdan vearzusundan 

1 ba§ka nest pars'.. Az fok depte (6ndftr\ bujn^iri) kabuL et!.. Qunkti olanca 
i van budur. faj 0 

, A§igin arzusu 90 k; sabri ise yol^denecek k^dar azdir. §air, “sabir” 

| ve “}evk” ile “kestr”~{^o k) ve '^/z/’(azKkavranrlar 1 n 1 kar§ilikli olarak 

1 kullanmak suretiyl^fJuzensizleffune^njaprni§fEtf. 


fa / / 
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49 


1. What is this beauty of face and demeanor, what this fine conduct 
that God the Almighty has shown forth in you? 

In the system of Sufi thought that lies at the foundation of 
classical Ottoman poetry, created beings are reflections of God’s 
being, with all beautiful things an<j properties being manifestations 
of absolute beauty {cemald mytlfkl zfidyjSpso\\iX.e perfection ( kemal-i 
mutlak). Endowed with unmatched ancrabsolute qualities, God - 
wishing to be known - showecl fdjfinlfis qualities of beauty, majesty, 
and perfection in Hjs creatures, as/thojr^h in adnirror. 

2. If no twist ofhair is seefi on you/face, howl is that a fault? The 

lamp of the sun may-fane no wick for proof, blip foes it need one? 

/ / / 

The person depict^chas tlje bfiowtjfip, this couplet, and whose 
beauty is thus being de/cr'fkf ~shatfen head; the following 
couplet is also addressed to a beloved without hair. In Ottoman 
times, there was a group of dervishes known as kalender - also known 
as abdal, torlak, cavlak, and i§ik - who would shave all the hair off 
their body: the hair on their head, their beard and moustache, their 
eyebrows, their eyelashes, and so on. In this couplet, the poet states 
that a lack of hair does not constitute a defect on the beauty of the 
face, and presents as an example of this the idea that the “lamp” of 
the sun does not require a wick. The word delil - here translated 
as “proof” - can mean “evidence”, “guide”, and “sign, indication”; 
apart from this, however, the quivering flame on the tip of a candle 
or lamp can be seen as a “proof” or “sign” of the presence of a wick, 
and so here, the word delil is being used to refer to a wick. The face 
is being likened to the sun and to a lamp in terms of its brightness 
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and its being a source of beauty, while the curl of hair that falls 
across the face or cheek is likened to a wick in terms of its color, 
shape, and orientation. We can see the word delil being used to 
mean “wick” in the following two couplets as well; the first is by 
Rahmi, the second by Hayali: 

Pain’s wounds are my breast’s candle and ’alif is the wick 
For what has the whole of my body lit like a wick 


Dag-i gam sinem geragidur elifanafetil 
Kull-i cismum neydiigiine ojdi btj ruyen delil 


r ) 


/ 


Pain flames in tire 7 heart dnd my body’s wougds are like a wick 
To this love I’vedlroughtytfie efute/and inner,: each a wick 

/If/ 


§u 'le-i gam dilde mt cismupnde / 


\dagi / (unfetfb 


Zalnr it batin getufdii^n ‘i§fyuna/iki (del'd' 


V 


The comparison of the surf'dp-'a handle has its ultimate source 
in the Qur’an, 71:16: “And [God] set the moon therein [in the 
heavens] for a light and the sun for a lamp”. 


The use of the words “sun” (jems) and “proof” ( delil) together in 
the couplet also constitutes an allusion to the Qur’an 25:45: “blast 
thou not regarded thy Lord, how Fie has stretched out the shadow? 
Flad Fie willed, Fie would have made it still. Then We appointed 
the sun [shams, Turkish: §ems\ , to be a guide [dalil, Turkish: delil\ to 


3■ My whole life I have pondered, both night and day, but all this 
deep thought has yet to bring word from your locks. 

1 Translation by Arthur John Arberry. 
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Despite lifelong deep thought, the lover has not yet received any 
word or news from the beloved’s hair; this is because, as mentioned 
above, this particular beloved has a shaven head. The concomitant 
use of the words “life” (omr), “locks” or “hair” {sag), and “deep 
thought” ifikr-i tavil) creates an example of the rhetorical device 
known as ten&sub (“congruity”), in which a number of elements 
within a verse all harmonize with one another in terms of having 
similar associations. 

4. My heart wants to be at your threshold, yet is not willing to die. 
And yet, how can one so miserly ever get into heaven? 

In this couplet, the bslovedts Jieigbljorhood and threshold are 
indirectly likened to the TCaaba, in Meaa, with union with the 
beloved and the room where tha^dnion migjjf-occur being likened 
to heaven. Lovers "desirous pLreaching/the bebaved’s threshold are 
imagined as pilgrim^ to the / Kadaa, 'and, just -as that pilgrimage is 
not considered conjplete without the sacrifiarfif an animal, so is 
it impossible for thedover tcy reach tjje beloved’s threshold without 
sacrificing his own X\\z. Should thydoyer ^e miserly and unprepared 
to make a sacrifice of his sfKtfy pfeTji^order to achieve heavenly 
union with the beloved, then he cannot achieve that union, just as, 
according to a hadith, “Misers cannot enter heaven”. 

5. What has Avni got but patience and desire? Accept it, for that is 
all he has got. 

The lover’s desire for the beloved is great, but his patience is 
nearly exhausted. Here, the poet creates a chiasmus or inverted 
parallelism {leff u ne$r) between the words “patience” (sabr) and 
“love” or “desire” (jevk) in the first hemistich and, in the second, 
“abundance” (kesir) and “scarcity” ( kalil), which come together here 
to mean “all that one possesses”. 
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/ii ii 


SO' 

1. Goniil murgina ser-ta-ser cihan bagin tolandurdum 
Ben am akibet bir serv-i balaya dolandurdum 

2. Kulagina koyup evsaf-i ab-i ariz-i yari 
Meri^-asa dil-i piir-cujytajir^lum bulandurdum 

3. Uyurmi$ bilmediim bulbiif-roisal itdiinyhezar efgan 

Meded ol nergis/gonca-i/nazi uyandurdum 

////'/ IS 


i ' / 

4. Bi-hamdillah^b-i gamda IpeTrl mdum bilasindan 


Dil-i pervane-4-piir-suzi $erpfum sana yapdurdum 

5. Goziim a$up goric^k a^^dtn^Ahrfyar am 

Yine cuy-i siri$kum ‘Avniya benden bo^andurdum 


(50). Fatih’in daha once yeni harflerle yayinlanmami§ bu gazelini M.Ali 
Tanyeri Topkapi Sarayi Miizesi Bagdat Ko§kii kitapligi 406 numarada 
kayidi Pervane Bey Mecmuasi nda bulmu§ ve Pinar Dergisi’nin Mayis 
1977’de cikan 65. sayisinda yayinlami$tir. Gazel, Pervane Bey Mecmuasi 
v.407bde yer almaktadir. 
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50. §iiR 

1. Gonliimun ku§una ba§tanba§a biitiin cihan babies ini gezdirip 
dola§tirdim da; sonunda onu, (boyu) uzun servi(yi andiran bir sevgiLi) 
ye bagladim. 

Beyitte divan jiirinin en fazla bahis konusu ettigi hususlardan 
biri olan “fahte” (iiveyik ku$u, kuipnru) - “servi” ilijkisine telmihte 
bulunulmaktadir. Beyitlerde jiaba'^kjFars^a “fahte” adi ile ge^en 
iiveyik ku§u veya kumru, giizel/ 6 tii§ii ile bilinir. Bunun diger bir 
ozelligi de yirtici ku§lardan veya^tt-filjkelerderr-korunrnak i<;in servi 
agacinin dallari ve_^apraklarc ar^sin^/girip kendini gizlemesidir. 
§ airier bu durumili 90 k degijik benz^tmelerie' tasvir etmi§lerdir. 
Bunlardan en ilginei, servi agacinin yogun-dallari ve yapraklan 
arasina gizlenmi§ olanjuimrnnun otiifii ile Allan in, Tur daginda bir 
agacin yaninda Hz. Mus£ya si5zledfita^di^,arasindaki benzerliktir. 

Avni bu beytinde gonluiTti jkn§a; sevgiliyi de servi agacina 
benzetmektedir. Ajigin gonlii sonsuz a$k ve arayi? duygusu i 9 inde 
biitiin bir diinya bah 9 esini gezmif, dola$mi§; ancak hi< 9 bir 9 i 9 ege 
goniil verememijtir. En nihayet bu ku§, sevgilinin servi agacini 
andiran boyuna baglanmij ve onun govdesinde yuva edinerek 
gozlerden kaybolmu§; varligini onun varligi ile biitiinle§tirmi§tir. 

Tasawufta sevgilinin (servi agacina ve elif harfine benzetilen) 
boyu, Tanri varligi ile biitiinlejmeyi ve ona sonsuz itaati ifade eden 
vahdetin (birligin) semboliidiir. Bu bakij a 9 isi ile §air yeryiiziindeki 
biitiin giizelliklerin ge^ici; ancak Tanri varliginin kalici oldugunu 
soyliiyor ve fani giizelliklere degil; yalnizca mutlak giizelligin ta 
kendisi olan Allah’a goniil verilip, tam bir teslimiyetle itaat edilmesi 
gerektigi diijiincesini dile getiriyor. 
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2. Co§kun bir irmaga benzeyen gonliimun kulagina sevgilinin (an- 
duru) sugibi (berrak) yanagimn vasiflarini fisildadim da; (onu) Merif 
gibi ta§irdim, bulandirdim. 

3■ Eyvah eyvah, o gozleri nergise benzeyen naz goncasi (sevgili) 
uykuda imi§!.. Bilmedim de, bulbul gibi, sayisiz feryat ve figanlar 
ederek (onu) uyandirdim!.. 

Sevgilinin naz sarhoju gozleri ile nergis ci^egi arasinda kurulan 
benzerlik ilijkisi i<jin 17- jiirin 4. beyti ile 42. fiirin 4. beytine ve 
izahlanna bakilabilir. 

4. Ey mum (gibi, gecem'i ,aydujlatfln sevgilim); Allah’a fiikurler 

olsun ki, gam (ve aynlik) jreeesmde-JcJlfir-igerisinde doniip dola§an 
bu gdnlumiin pervanesini senin / atppne yandirdim da belasindan 
kurtulmuj oldum. ^ 4 / / / ' 

Ajigin gonlii, ybercailigyAg^rb,^dert veAukintilarla hemhal 
oluju, perijanlign'vjtraneligij/^vajre' ky^gibi dryfii diyar dola§masi, 
bir kahba girmeyifi, kararsizligi. pitem oklaqna hedef olu§u gibi 
sebeplerle siirekli bir^kilddonnn^bajnn belalara ugratmif ve adeta 
hayatindan bezdirmi$tir:/A§iI^ve oyyincgainli gonlii arasindaki bu 
belali arkada$ligin nihayet sorruni'g’elinmi^; a$ik, a$k ve arzu ile 
pervane gibi doniip dola$an gonliinii karfisinda biitiin karanhklan 
aydinlatan bir mum gibi parildayan sevgilinin atejine yandirmij; 
boylelikle onun belasindan kurtulmujtur. 

Pervanenin ate§e yanmasi, onun oliimii demektir. Oliim ise 
sevgilinin vuslati metaina karjilik a^igin verecegi bir bedeldir. Yani 
a$ik, caninin nakdini vererek (oliimii goze alarak) sevgilinin vuslati 
metaim satin alir. 

5. Ey Avni; goziimii aftigimda onu(n hayalini) birden hire 
(kar§imda) goriince, elimde olmaksizin yine gonliimiin kaynagindan 
gozya^lanmin irmagmi akitip durdum. 
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A§ik, sevgilinin kendisini gormeye degil, goziiniin online onun 
hayalinin bile gelmesine razidir. Zaten onun hayalinden ba§ka bir 
beklentisi de yoktur. A$ik gam, keder ve derderle ku§atilmi§ bir 
halde iken, ansizin gozlerini a 9 tiginda karjisinda sevgilinin hayalini 
bulur. Bu, o kadar beklenmedik bir mutluluktur ki; o yakici sevincin 
kar§isinda elinde olmaksizin gozleri dolar ve gonliiniin kaynagindan 
gozya§lari irmagi ijagildamaya ba^lar. 

Burada, kuwetli 151 k karjisinda kalan goziin kama$arak 
sulanmasi hadisesine de telmih vardir. Sevgilinin hayali oylesine 
parlak ve goz alicidir ki, gozlerini acan afigin gozleri bu upktan 
etkilenmi§ ve gozya§lari gayriihpyjiri ^akmaya ba§lami§tir. Gozlerin 
i§iktan etkilenerek ya^armasi diadisesiJJaki’nin Kanuni i^in yazdigi 
“Sultan Suleyman Mersiyesi”nde de -tevriye J^iham) ^er^evesinde- 
kar§imiza 9 ikar. Divan fiirinifi eirmuhtejem orijeklerinden biri olan 
bu mersiyenin II. bepdinin ydsitpdjeyu $oyledit:; 

/ /ir/ h: 




Hurfide baksa gpzleri halkun Idpla geliir , 

Zira gorince hatird^ol m^-lika gefiir/ , 

Insanlar gune§e baKsaUr^jgotten doluverir... Zira (giine§) 
gorundugunde hatira 0 ay yiizlu (padqah) gehr. 

Burada Baki, biiyiik Padifahin olumiiniin verdigi kederle 
aglayan halkin bu durumunu, giineje baktiklari i 9 in gozlerinin 
kama§masi $eklinde izah etmekte ve hiisniitalilin giizel bir ornegini 
sergilemektedir. 
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1. I let the bird of my heart roam the world’s garden till at last he 
alighted on a statuesque cypress. 

This couplet alludes to the relationship between the dove or 
turtledove and the cypress, one of the most common topics in classical 
Ottoman poetry The dove or turtledove - most often referred to by 
its Persian name, fahte f Is knownTdr^its beautiful song, but also 
for the fact that it escapes from predatorjrkirds or other dangers by 
hiding among the leaves andTraijbJie? of the-dypress tree. Ottoman 
poets depicted thisdjly usings numbyTof different tropes, among 
the most interesting 1 of which,was. the / iikenes^jtruck between the 
song of the dove hidden among :he branched of the cypress and 
God’s call to Moses front wiyhiri/the burning'Wish on Mount Sinai. 

In this couplet, Avrtr[bTkeys hi^hyajrt^ya bird and the beloved 
to a cypress tree. Seeking lovtf^ tjitrlover’s heart has wandered the 
entire garden of the world, but has not given itself to any flower in 
that garden. In the end, this bird of the heart attaches itself to the 
beloved’s cypress-like stature, making a nest on this tree’s trunk and, 
disappearing from sight, uniting its being with the beloved’s being. 

In Sufism, the beloved’s stature - which is likened not only to 
a cypress but also to the Arabic letter ’alif(\), the first letter in the 
name “Allah” (aUl) - is a symbol of the divine unity, of union with 

1 This ghazal, which had previously been unpublished in transcription, was 
discovered by M. Ali Tanyeri in the library of the Baghdad Pavilion at the 
Topkapi Palace Museum, in the Pervane Bey Mecmuasi (no. 406), and was 
published in issue 65 of the Pmar Dergisi journal (May 1977). The ghazal 
is found on 407b of the Pervane Bey Mecmuasi. 
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and obedience to the divine being. Working from this perspective, 
the poet says that all of the beauties of the world are ephemeral 
and that only the divine being is eternal; accordingly, one must give 
oneself in complete obedience to God, who is absolute beauty. 

2. To the rushing river of my heart I whispered of the pure water 
of my love’s cheek, stirring and clouding its water like Merif (Maritsa) 
River 

3. Like a nightingale I cried a thousand cries to those daffodil eyes — 
hut they were sleeping! I woke them; I didn’t know! 

The oft-noted resemblance between the daffodil and the sleepy- 
eyed beloved can also be r seenTrr#! 7lkff&y\ #42/4 (qq.v). 

4. Praise be to God, on the rtiglff of separatffm’s agony I seared the 
moth of my heart inyour flame^rqycayidfe, andpp was freed of pain. 

The lover’s he^tf is weanetl from J^re fickleness of the beloved 
and from being a Constant companion of grieivworry, and pain; it 
wanders the world Tike a losy bitd with nowhere to call its own and 
with its breast piercedjfw arrbws/of.reprpach. Now, the troubled 
“friendship” between thcNoWrTjnd hK' piined heart has come to an 
end: the lover’s heart was turning and turning with love and desire 
around the beloved, that candle lighting up the darkness, and at last 
it has burned itself up in that flame, thus bringing an end to its pain. 

The burning of the moth in the flame means the death of the 
moth. Death is all the lover can give in return for the merchandise 
of union with the beloved, and so the lover pays for this union with 
his life. 

5. When I opened my eyes I saw the image of my love, and out 
poured a river of tears, leaving Avni empty. 

The lover is content to see before him not the beloved, but the 
beloved’s image ( cf. #12/2, #23/5, #39/5, #68/2). And in any case, 
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he has no expectation other than this image. Weighed down with 
grief and pain, he suddenly opens his eyes and is confronted with this 
vision of the beloved. So unexpected and intense a joy is this that he 
cannot help but weep, with a river of tears pouring from his eyes. 

This description also alludes to the fact that the eyes, when 
dazzled by bright light, sometimes tear up. The image of the beloved 
is so brilliant that when the lover opens his eyes and sees it, his eyes 
uncontrollably well with tears. This same natural phenomenon is 
alluded to by the poet Baki in his elegy written for Sultan Suleiman 
the Magnificent. The last couplet of this elegy’s second stanza makes 
use of an ambiguous d o u fj e-m e an jug A ihd m , tevriye ): 

is m 

They look at the sun and to thejx eyes corny tears 


For when they see/it that/tnoelh-like face appears 


—i ' / 

Hur§ide baksa gpzleri halkuh d^la gAir 
Zira gorince hatira,-ol meh-lika 


A 




\gplur 




Here, Baki makes .Iliya uSe oA thdj-hetorical device known as 
hiisn-i ta'lil or poetic etiolog)(©4t]f>ia!inirfg the tears people shed as a 
result of their sadness over the death of the sultan as the tears that 
well up in their eyes when they look at the sun. 
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1. Dolsa alem tan degiil dud-i siyahumdan beniim 
Mihr gormen zerrece giin yiizlii mahumdan beniim 

2 . NRe pinhan eyleyem ol dilbere a$iklugum 
Pur durur divari §ehriin, ah sjihumdan beniim 

s y 

3. Devlet-i ‘ljkiyla payem bir4nakama irdi/kim 
§anumi anlar gorenlei/izzm cahumdafTbeniim 


4. Hak-i pay-i yaj tacum kuy 


Re§k ider Cem^ld ii Cem taut ii kiilah,Qpadan beniim 


, O yj 

dimer mesnetliim 




5. 


/ ^ 

j, / / 




Hayl-i ‘i§ki $ah-rah-i gaffijdl kitsaHi germ-rev 
<^e$m-i enciim kuhl ider gerd-i sipahumdan beniim 


6 . ‘Avniya bir hale irdiim derd-i hecr-i yar ile 
‘Ibret alur nReler hal-i tebahumdan beniim 


1 (51). AE /16b. 
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5i.$iiR 

1. Benim (ahimin) simsiyah dumam biitiin bir alemi doldursa, 
buna sa$dmaz; ciinkii giine$ yuzLu mehtabimdan (sevgilimden) zerre 
kadar seigi ve §efkat gormemekteyim. 

“Mihr” kelimesi sevgi, §efkat di§inda, “giine§” anlamim da 
ta§ir. “Mihr’e giinef anlami vcrildigi takdirde, beyit degi§ik bir 
§ekle buriiniir. Bu duruma gijxe, sfevgfiljnin siyah duman halindeki 
ahlari gokyiiziinu kaplami? ve / giindiizii' geceye ^evirmi^tir. Gece 
ise giinejin kayboldugu, ayin gdfdn^ugii zanrandir. §air, “Ahimin 
siyah dumanlan gdkyfiziinu kaplayjyica^/evgilimm ay gibi parlakyizi 
ortaya gikti ve gunefsilinip gittil c cmejyrstiyor.y ; 

2. §ehrin duvarhin, benim ogtdiyah (sevgibj) yiiziinden cektigim 
ahlar(m yazilan) He d<ku^ken,pe> sevgUiy/ojan a§kimi nasil gizleyeyim? 

“§ehrin duvarlanmn dhlajl/pejolniasy'Ab afesinin anlami, a§iklarin, 
cektikleri lzdiraplarin bir tezahiirii olarak §ehrin kapilarina ve 
duvarlarina “ah”, “vah”, “ah minel a$k” gibi yazilar yazmalandir. Bu 
“ah” ve “ah minel a§k” yazilannm levha olarak duvarlara asilmasi 
da adettir. Hatta bu tip act ve felege isyan dolu ifadelerin hiisn-i 
hatla yazilmasi ile de yetinilmeyip, resim §eklinde de canlandirildigi, 
mesela “ah” yazisimn aglayan iki goz §eklinde cizildigi cokca 
rastlanan bir hadisedir. 


3. O sevgilinin a§kinm devletinde dyle bir riitbeye (makama) 
yiikseldim ki; kudretimi, itibanmi ve iistiin makamimi gorenler 
$ arum in ne kadar yiice oldugunu anlarlar. 

Beyitte sevgilinin a$ki kudretli bir devlete; a$ik da bu devlette 
padijahlik makamina yiikselmij olan ki§iye (a$k padi$ahi) 
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benzetilmi§tir. Metindeki “ devlei“paye”, “ makam”, “/an” ve “izzii 
cah” gibi sozciikler hep kudretli bir devleti ve bu devletin i§leyi§ini 
hatirlatan unsurlardir. Bu beyit ile bundan sonra gelen beyit anlam 
bakimindan birbirini tamamlamaktadir. 

4. Sevgilinin ayagimn topragi ba/imin tact; onun mahallesi ise 
makamimdir... Cem/id ile Cem, benim bu tahtimla ba/imdaki bu 
kiilahi kiskanmaktadirlar. 

Avni, sevgilisinin ayak topragimn hep ba§inda olmasim dilemekte 
ve onun bulundugu mahalleden hie ayrilmamayi istemektedir. I§te, 
hep ba§inda olmasim istedigi sevgilinin ayak topragi onun icin 
tac; ayrilmak istemedigi 'sevgjljhiiy ipaljallesi de taht gibidir. Bu 
haliyle a$ik kendini a$k iilkesiniiy padifahhgibi gormekte; bu tac ve 
tahtim diinyamn en kudretli hiikpfndarlan qUia Cem$it ile Cem’in 
kiskandigim soylemelctedir. (^em, kanWmitoloy kahramanlarindan 
biri olup, §arabi icat ettigme manumakta; saltan at, debdebe ve 
kudretin sembolirjplarak kabuj edifmektcdrr;' Cem§it ise kimi 
kaynaklarda Cem’itVbabasi ^plar/k gg^mektedir. Iran kaynaklanna 
gore de Cem, Hz. Siil^yijnan’dil:. / 

5. A/k ordusunu gam yolundh kdrtnala ko/turacak olsam; yildizlar 
askerlerimin ayagindan f ikan tozlari gozlerine surme diye gekerler. 

6. Ey Avni; seigiliden ayn kalian derdi ile dyle bir hale erdim ki; 
nice insanlar benim bu harap halime bakarak ibret ahrlar. 
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1. Would it be so odd if the black smoke of my sighs filled the world? 
I get not a bit of love’s light from my sun-faced moon, my love. 

The word mihr - here translated as “love’s light” - means both 
“love, tenderness” and “sun”. When the word is taken in the latter 
meaning, the couplet comes to myan that the black smoke of the 
lover’s sighs has blotted rout ih^stin^/turning day into night, with 
night of course being the time/when the sun disappears and the 
moon becomes visible. In this ca^'thyn, the trfeaning of the couplet 
becomes essentially^ “When frne black 7 smoktPof my sighs covers 


the skies, my loveSlImoon-bright ^aceytppeaty axid the sun simply 
vanishes.” frd dZj 


2. How can I hide friy^lovepomfrhatfteart-stealer with the walls of 
the city so full of the sightsfrny syltan madejric/sigh? 

The city walls being “full or sighs” is a reference to lovers’ 
leaving graffiti expressive of their suffering on cities’ walls and gates; 
sometimes, their words would also be written on signs and hung 
on the walls. Most commonly, the words and expressions involved 
would be such things as ah (“O!”), vah (“Alas!”), and ah mine’l- 
'a§k (“Ah, it was all from love!”), and would be written in a fine 
calligraphic hand. Sometimes, they would even be embellished so as 
to form a picture: the word ah (), for instance, was often written so 
as to look like two weeping eyes. 

3. In the beloved’s court I have attained such a rank that all who see 
me know my power, my honor, my position. 
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In this couplet, love for the beloved is likened to a powerful court 
or state, with the lover being the sultan or ruler of this state. All 
of the couplet’s primary words are developed around this conceit: 
“state” ( devlet, here translated as “court”), “attainment” (pdye ), 
“rank” ( makdm ), “power and position” (izz u cdh). The conceit 
in this couplet is continued and complemented in the following 
couplet. 

4. My crown is the dust at my love’s feet, my seat my love’s threshold: 
Jam and Jamshid, they envy this throne of mine and this cap on my 
head. 

Avni’s wish is to always be iii \.bej dust at his beloveds feet, to 
never leave his beloveds threshold ornei^hborhood; as such, that 
dust serves as his crown and that/threshold ^sTiis throne. In other 
words, he is the sultan in thy copmry of love, grid what is more, he 
claims that Jam and-Jamshici-^prototy^ps of the extremely powerful 
ruler - envy him Tus position. Jam was a Persian mythological 
hero who was believed to lye tpe creator of liVine and who came 
to symbolize sovereignty royyf spjendnf! ,and power; while Jamshid 
was, according to some louxfefy jartbyfathbr. Some Persian sources 
also claim that Jam was in fact none other than Solomon. 

5. If I gallop love’s horse forward on this royal road of grief, the dust 
from my steed will spread kohl on the stars’ eyes. 

6. Avni, I'm in such a state from the pain of separation that others 
may look upon my ruin and learn. 
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i 


'■? 


1. Goniil gamini ni<;e safha-i beyana yazam 
Kalemden od qakuban korkaram ki yanayazam 

2. Yiiziinle ziilfiini giceyle giine nisbet idiip 
Ka$unla kirpigiini tir il§ kerrjan^i yazam 


fJ 


3. 


Goziin ki kasd ide kan dokmgge hiisam/okuyam 
Miijen ki sinekri $ak ide smana yazarrf^ 


—I X / 

4. Siri§k seylini deryalara i^erjiltesnm 


^4 


Giinej yuziin gamin 1 levh-j Isrnana yazajm 

■G / ' / v / 

_> / / / - 




v 


5. Cefani duzaha te$mh eyiepTfi^fAyni 

Boyunla ruhleriini Sidr[e] vii cinana yazam 
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52. §iiR 

1. Gonlumun gamim agiklamak igin sayfalara nasil yazayim ki?.. 
Korkarim, kalemden a teg gikar da yamveririm! 

A§ik, gonliindeki ate§li gamlari ve sikintilari agiklamak igin 
bunlari kagida yazmayi diijunmekte; ancak igindeki gamlarin 
kivilcim halinde kalemin ucundap cikarak herjeyi yakmasindan 
korkmaktadir. Metinde' "gecgm “-yajiayyazmak” ifadesi, ta§idigi 
“neredeyse yanmak, az kalsny tutujrnak” anlamimn yamnda, 
Tiirkgede gok eskiden bcrj ktyHarylan “ja^tnp yamlmak, hata 
etmek” anlamina gctgn bir d^mcji-r.lji^yitte deyimin bu anlami da 
bulunmaktadir. 4 ^ 


2. (Ey sevgili); yidgdnle zuljunii 


ce ile gimdilpe nispetedip, kaginla 


kirpigin igin ok He yaylbe^zetmpsi ytppacjtpgipn. 

Bu beyitte sevgilinin yy;Zi^eyaylik 4a. parlaklik sebebi ile, 
giindiize; saglan ise siyahligi ve dalgali haliyle karanlik geceye 
benzetilmi§; aym $ekilde ka§, egriligi ve parlak siyah rengi sebebi ile, 
yay (keman) gibi du§iinulmu§; kirpikler igin de, uzun ve sivri §ekli, 
ayrica, a$iklarin kalbini yaralama ozelligi dolayisiyla, ok benzetmesi 
yapilmi$tir. 

3. Ey sevgili; (naz ve igve sarhogu olan) goziin, kanimi dokmeye 
niyetlense, ben -gozuniin kdici daha iyi kessin diye- husam (duasi) 
okurum... Kirpiginin (mizragi) gogiisleri pargaladiginda -daha etkili 
olmasi igin - de uzerine (tilsim) yazanm. 


1 Bkz. Tamklari ile Tarama SozLugii, Yazup yamlmak mad. 
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Ol nev-bahar-i hiisne hazan irmesiin diyii 
Susen du a-yi seyf ile hizrii’1-eman okur 


Nizami gamzen ile lebleriini yad ideli 
Dua-yi seyfi okur gah geh du a-yi kadeh 

Ahmed Pa§a’nm “ Oguzelingozlerigamze oklarma efsun mu okuyor 
ki, o yaralan gorenler oka ve temrene hevesleniyorlar." anlamindaki 
§u beytinden de, hedefe isabet etmeleri yahut hasimda gii^lii etki 
uyandirmalari amaciyla, oldarin (dolayisiyla kesici ve oldiirucii 
silahlarin) iizerlerine dua okundugu anla$ilmaktadir. 


srj r 


Gamzesi okina efsun mf okur eozl 


leffkhn 


Olur ol zahmi goren tir ile peyj*5na heves 1 / 

P' „ X > 

“Hiisam ’ ve ‘4§inari’ ^bzdjklerinin, aynij zamanda, fiirde 
giizellikleri vasfedrteh ki§i (mahbup) acjkiri oldugunu dahatirlatalim. 


4. (Ey sevgili; scni'n ayrilygimp acysi ile ak'ittigim) gdzyaflanmin 
selini ulu irmaklara ledim /dec$gimy / gune<, yuzimun (hasreti ile 
fektigim) gamlari ise, gokfzuftpjt \lei>h$srha'yazacagim. 

A§ik, sevgilinin hasreti ile o kadar 90 k gozya$i dokmiijtur ki; 
bu ya§lar once sele donu$mii$ ve daha sonra da -denizlere ula$mak 
iizere- ulu irmaklara teslim edilmijtir. Beyitte ge 9 en “deryd”, “ levh ” 
ve “yazam” sozciiklerine bakildiginda fairin burada Kehf suresinin 
109. ayetine telmihte bulundugunu soylemek gerekmektedir: “De 
ki; Rabbimin sozleri if in denizler miirekkep olsa ve bir 0 kadar da ildve 
getirsek dahi, Rabbimin kelimeleri bitmeden once deniz tukenecektirl’ 

Klasik edebiyaumizda a$igin g 6 zya§larinin benzetilenleri arasinda 
“miirekkep”e de sik olarak rastlanmaktadir. Bunlardan bir ornek 
olmak iizere Mostarh Ziyai’nin §u beytini gostermek miimkundiir: 


1 AhmedPa§a Divdm, g. 125/4. 
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Miirekkeb olsa sirijkiim cihan halki debir 

Defatir-i keremiin yazmaya ale’l-icmal 

Avni, cofkun ve bulamk bir selgibi faglayan gozyaflarmi miirekkep 
hokkasi gibi diifundugu denize kanpirmasi ifin irmaklara teslim 
etmiftir. 

Yine a$ik sevgilinin yiiziine duydugu ozlem ve ondan ayri kalijin 
verdigi lzdirap ile oylesine yanmijtir ki; gogsiinden dumanli ahlar 
jeklinde cikan gamlar, gokyiizuniin levhasina ula$mi§ ve yazi olarak 
o levhaya nak§ olmu§tur. Burada sineden 91 kip gokyuziine dogru 
cikan ahlarin, felege yiikselen §ikjiyet mektubu gibi dii§unulmii§ 
oldugu anla§iliyor. Ger^ektep. -&e!,J!Jy4pmak” fiili, “yazi yazmak” 
dipnda “ula§tirmak”, “yiikseltmyk”, “mektup yazmak” ve “jikayette 
bulunmak” anlamlarina da t^lm 6 kfec[ir. 

5. (Ey sevgili); Apdpi senin ptfa v/ezvfetlerini cebennenie benzetmiy.. 
(Ben de, duzgun) bjoytin if in stdre agadi; (rengdwnk) yanaklann if in 
ise, cennet bahfeleri teibirini kuLlanacapm. , - y 

“Sidre”, en 119 nokba^aki ^cralyKtap/kpazi, demektir. “Sidretii’l- 
miinteha” ise, “son agriy, j>/mr [ a|^<j& afilamma gelir. Kur’an-i 
Kerim’de Necm suresinin 14. ve 16. ayederinde iki kere getter. 
“Sidre’nin insan bilgisi ve kudretinin son siniri oldugu, meleklerin 
oradan ileriye gecemeyecegi; onun me’va cennetlerinden biri oldugu; 
orada ancak takva sahipleri ve §ehitlerin bulundugu; Mirac gecesi 
Hz. Muhammed’in Cebrail’i burada gordiigii yolundaki inan^lar 
edebi eserlerde degijik vesilelerle yer almaktadir. 
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1. How can I put my heart’s great sorrow on the page? I fear fire will 
pour from the pen and I may hurst into flame! 

The lover is considering expressing his pain and sorrow by writing 
them down on paper, yet is afraid that the spark of his intense, fiery 
pain will issue from his pen and set everything ablaze. The verbal 
phrase yanayazmak - here trarjslat&CgkJburst into flame” - typically 
means “to almost burn, to nearlyxatch fire , but is also an old idiom 
meaning “to make an error d,ue tpTmpfusiomrin this couplet, both 
meanings are evokec^ ' / ' / ' / IP 


2. I’ll Liken your face to the fray\afnd four curlsfro the night, compare 


your brow to a bow apdyour lashes to arrows. y \j 

Here, the beloved Vface is Ijkcnyd uyfryz day in terms of whiteness 
and brightness; the beloved's frfr {isiifri'vte&to the night in terms of 
darkness and waviness; the beloved’s eyebrows are likened to a bow 
in terms of their curve and bright black color; and the beloved’s 
eyelashes are likened to arrows in terms of their length and sharpness, 
as well as their ability to wound the lover’s heart. 

3. If your eye intends to spill my blood, I’ll pray that sword cuts 
well. When your lashes’ spears sever hearts in two, I’ll steel them with a 
charm. 

The word husam in the first hemistich means “sword”, but in 
the context of the couplet as a whole is clearly meant as a particular 
type of prayer or charm, which was either read aloud to increase 
the sharpness and power of such cutting tools as swords, daggers, 
and razors; or was actually inscribed or written on the cutting tool 
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itself. The additional couplets quoted below provide some quite 
interesting information on this practice, which was typically called 
“the sword prayer” ( du'A-yi seyfi or “the Yemeni charm” ( hirz-i 
yemani). The following couplet by the poet Nevi, for instance, is 
from a panegyric on a sword presented to the governor-general of 
Damascus, and notes how this prayer would be recited every day at 
certain times: 

I’d read the sword prayer at the same time every morning 
And they’d bring before me a jewel of a sharp sword 

Du a-yi seyf okurdum ^sankLvirSi-sLfk-pahumda 
Getiirdiler oniime bir mucevhet tig-i burram 


The following ^couplet, 'from Lajmi’s Ferhgdname (The Book 
of Farhad), also indicates thdC irforder^to increase their sharpness, 
charms would be read over ctfttirlgf tobls: ~~j 


You would think ftd had read a/dia^riyjn the sword 
Whoever saw such wmttli^would) gapeln awe 

Sanasm tlgine efsun okurdi 
Tir&pn kim ki gorse ba§ kordi 

It was also believed that the sword prayer could have an effect on 
one’s opponent: 

With the sword prayer is the enemy conquered 
And it is a charm protecting head from sword 

Du 'a-yi seyf ile ol duymeni ider teshir 
Meger hamail olup zahm-i tiri kurtara ser x 


1 NeviDivcini, kaside#\6!2'5. 
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The protective function attributed to such prayers and charms 
can be gleaned from the following two couplets of Karamanoglu 
Nizami: 

So autumn may never touch the beauty of that spring 
The sesame reads the sword prayer and the charm of aid 


Ol nev-bahar-i husne hazan irmesiin diyu 
Susen du'd-yi seyfile hirzu’l-emdn okur 


Nizami recalls your glance and your lipi 

And reads now the sword’s prayer and now/the cup’s 




Nizamigamzertfe leblerit 
Du d-yi seyfi okuTgdh geh du d- 



The following cotfplet bf^AJnmed^Pstsha. indicates how a prayer 
would be recited over artjpws (n ordeg tcgasSjst them in finding their 
target: ^ \n ^ 


Do those eyes cast spells on that glance’s arrow 
That the piercing wound is that arrowhead’s wish? 


Gamzesi okina efsun mi okur gozleri kim 
Olur ol zahmi goren tir He peykana heves' 

It should also be noted that the words hiisam (“sword”) and sinan 
(“spear”) are also male names, and thus can refer to names of the 
beloved. 


1 AhmedPa§a Divdm , # 125/4. 
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4. I’ll surrender to the seas my tears, write on the sky’s sign the pains 
the sun of your face has horn. 

Suffering from desire for the beloved, the lover cries such tears 
that they become a flood, and this flood flows down to the sea, 
“surrendering” the lover’s tears into the sea’s waters. The concomitant 
use of the words “sea” ( derya ), “sign” ( levha ), and “I’ll write” [yazam ) 
can be considered an allusion to the Qur’an 18:109: “Say: Though 
the sea became ink for the Words of my Lord, verily the sea would be 
used up before the words of my Lord were exhausted, even though 
We brought the like thereof to help.” 1 


Ink is often used as. -a trope tor," the lover’s tears in classical 
Ottoman poetry. One example of thr fisSthe following couplet by 


/ 


Ziyai of Mostar: 

■T/ / / / 

If my tears are Ink then -jFthfwotid is a scribe 
Writing the copybooks ofiboilnity down oneand all 


Murekkeb olsa sirifdupt cihfn hplki tfebf 
Defatir-i keremiin yazfnaycf ale'l-icmfb y '" 


/ / 




r J Ni 


Reading Avni’s couplet in terms of this trope, we can see that 
the lover pours his flooding tears into the sea as though it were an 
inkpot. 


In the second hemistich of Avni’s couplet, the lover’s suffering 
from longing for the face of his beloved is such that the smoke of 
his pained sighs ascends to the sky and is written there as on a sign. 
In this, the sighs ascending to the sky are imagined as a sort of letter 
of complaint issued to the heavens or to fate. The verb yazmak (“to 
write”) can, in fact, also mean “to convey”, “to elevate”, “to write a 
letter”, and “to file a complaint”. 


1 Translation by Muhammad Marmaduke Pickthall. 
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5. Avni has likened the agony you cause to hell: now I’ll call your 
stature the Lote tree and your cheeks the gardens of heaven. 

The lote tree ( sidre ) is a species of buckthorn ( Ziziphus spina- 
christi). Here, however, the “Lote tree” referred to is the “Lote tree 
of the farthest limit” {Sidratu’l-muntaha) , mentioned twice in the 
Qur’an at 53:14 and 53:16 . In popular belief and literary allusion, 
it refers to the limit put on the knowledge and power of human 
beings; to the point in heaven beyond which angels may not pass; 
to one of the levels of heaven; to a place where only martyrs and 
the God-fearing may be found; and to the final point reached by 
Muhammad in his fabled njght; journey from Mecca to Jerusalem 
and then to and througlf heavcrr. ^ 


0 / / , 
-L X 
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S3' 

1. Yine mestane geliin ‘azm-i harabat ideliim 
Hizmet-i pir-i mugan ile miibahat ideliim 

2. Hum-i meyden gotiiri alemi seyran ideliim 
Tur-i ‘i$ka <pkalum yine, rniinac^t ideliim 

3. Zahid-i hu$k kabul eyleyiiben ozriimiizji 
El viriirse bir ayag ile jniikafatideliim ^ 

3 7 v'/ | 

4. Tan idiip haWp bize eg£r itijdrTde ~J 
Bade vii beng '§iihudi-y ile tsfbat ideliirp^ 

5. Hiisn-i yar ayine-i dilddgpfijyibezie eger 
‘Avniya [ba]de-i nabi ana mir’at ideliim 


1 (53). AE /17a. 
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53. §iiR 

1. (Ey dostlar); gelin, yine mest olmu§ bir halde meyhanenin yolunu 
tutakm da, (orada, ate$perestlerin pirine benzeyen) ya§h meyhaneciye 
hizmette birbirimizle yan§alim. 

Metinde gecen “ mugan”, ate§i kutsal kabul edenler, Zerdu§t 
dinine mensup olan Mecusiler icin kullamlan bir sozciiktiir. 
“ Pir-i mugan” da, Mepusilerin[ J b^ /ke$i§i, yafli rahibi demektir. 
Bununla da ya$h meyharfecinin, kast edfldigini; meyhanenin ise 
atejperestlerin tapinagi gibi diifupdldiigunu ^dylemeliyiz. Tasawuf 
ve tekke kiilturiimiei 90 k 'Siiyuk prapda etki^i altinda bulunan 
divan fiirinde “meyhane”, /puthane’,“kilise”_, “pir-i mugan” gibi 
sozciikler mecaz unspru olarak kullanmni? ve bom lari a <jefitli halier, 
tasawuf! makamlar^hi^iler ve yerler anlatilmak, istenmijtir. Mesela, 
meyhaneyi anlatan “(drab at' ^bzcpgii pti pnsurlann sembolii olarak 
kullamlmijtir: 1) TekkeT/) gc^aiiL 3) ^e^riVucudu ve bedeni tahrip 
(ifna) etme; maddi mevcudiyetten ve kotii huylardan mahv ve fani 
olma; nefsani arzulari tahrip; siifli duygulari imha; hayvani egilimleri 
yok etme halleri, 4) Hakk’a ermijleri vahdet jarabiyla sarho§ eden 
ittisal ve vuslat makami... 

Ya^li meyhaneciyi anlatan “ pir-i mugan” terkibi de; 1) a§k 
jarabim sunan hakiki ve kamil miirjidin, 2) zamamn kutbunun ve 
rehberin; “mest” sozciigii ise, a$kin, a$igm biitiin varhgina hakim 
olmasi durumunun sembolleridir. 1 

2. (Gelin ey dostlar), §arap kupunden (kadeh kadeh gotiirerek) 
biitiin bir alemi seyran edelim; (boylelikle) a§km Tur dagina (ikarak, 
yine (Tann ile) fisilda§alim, gizli gizli sdyle§elim. 


1 Suleyman Uludag, Tasawuf Terimleri Sozliigii, s.361. 
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Eskiden meyhanelerde §arap kiipleri 90 k biiyiik olurdu. 
Meyhane m^olari bu yiiksek ve biiyiik kiiplerin kapaklarindan 
§arap doldurmak i 9 in bunlara birka 9 ayakli merdiven yardimi ile 
9 ikarlardi. §air bu durumla Hz. Musa run Tur’a 91 IU 51 arasinda §ekli 
bir benzerlik kuruyor. “ Hum ” (jarap kiipii), tasawufi mecazlar 
sisteminde gii 9 lii a§ikane duygularm indigi yeri, yani kalp alemini, 
a§k duygularinin kaynagi olan gonlii temsil eder. “Seyrdn” ise 
yiiriimek, yolda gitmek demek olup, o da tasawufta Hakk’a ermek 
i 9 in manevi yolculuk yapma, Hak’tayiiriime, seyr-i niizul (Tann’dan 
kopu§ ve maddi aleme ini§ seyri) ve seyr-i uruc (Tanri’ya yiikselme 
ve onunla birle$me seyri) ve seyr ii siiluk; yani Hakk’a ermek i 9 in 
bir rehberin onciiliigiinde ve,-denetirjiifh 4 c ' 9 ikilan manevi ve ruhi 
yolculuk bilgilerini kapsar. “ Tur/, Sina 9 oliinde Hz. Musa’nm ilahi 
hitaba mazhar oldugu dagin, adjoin ^ Tur”, tasawufta nefsi, nefsin 
batim olan ilahi hakijcatleri, feyz w/nard^tsulaHiiin fi§kirdigi manevi 
kaynagi anlatir. YiSe beyitte ^eiv “mjphdcdf jsp; fisilda$mak, gizli 


gizli soylejmek anktfmnda olup; tasawufta kufun yiice Mevlasma 
yalvarmasi (dua), ya^mnasi^niyaz), dileklerim ona arz etmesi, onu 

1 „ ,0. , / , ' I . 1 


ovmesi ve bagliligini biidifme/i (iElcalcine ktir . 1 

Beyitte “ gotiiri” sozciigii teVriy£ii~olarak kullanilmi$tir. Bunun 
birinci anlami “kadeh kadeh i 9 erek, gotiirerek” iken; ikinci anlami 
da “biitiin, toptan’dir. Biz, beyti “gotiiru’niin her iki anlamim da 
birlikte karylayacak jekilde nesre 9 evirdik. 


3. (O) kaba softa (gelsin, §arap igmekteki) mazeretimizi kabul 
etsin de; eger imkan bulursak, onu bir ayakla (veya bir kadeh §arapla) 
ddiillendirelim. 

“ Zahit ”, aslinda, diinyaya ragbet etmeyip kendini biitiin u ile 
ahirete ve Hakk’a veren ki§i anlamina geliyorken; klasik §iirimizde 
ham sofuyu, kaba ruhlu, olgunla$mami§, dinin oziinden habersiz 
§ekilci kijiyi anlatmak i 9 in kullamhr ve 9 c§itli ahlaki eksiklikleri 


1 Bkz. age., ilgili maddeler. 
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sebebi ile siirekli olarak ele§tirilir. Metinde gec;,en “ayag ile miikdfdt 
ideliim” sozii tevriyeli (iki anlamli) olarak kullanilmi§tir. Bunlardan 
ilki ile ciimle, “ Tekme atarak, tekmeleyerek odiillendirelim ” §eklinde 
anla$ilmakta; digeri ile de “ Bir kadeh §arap vererek mukafatlandirakm” 
anlamim vermektedir. Bilindigi gibi, “ayag in bir anlami da 
“kadeh” tir. 

4. Eger (o kaba softa), halimizi tavrmuzi kinayip bizi inkar edecek 
olursa, $arabi ve esran §ahit gostererek (hak yolda oldugumuzu) ispat 
edelirn. 

Tasawufi mecazlar sistemi ^erisinde “bade” ($arap), ilahi a§ki, 
muhabbeti, §evki ve veccb halinityrn^il edcr. “Beng (afyon, esrar) 
ise, “beka billah ( Allah’tar Bald olma'fihakarnina eri§ip Hak ile 
hak olan vuslat ehlinin bu mak^nrda tadarak/ogrendigi hakikatin 
hallerini anlatir. “ispat” isd ta<awdfta “safikin, ali§kanhklardan 
gelen vasiflarmi ortadan kajdirapdk J^nahv), ibadctin hiikiimlerini 
koymasi, yani kotudylem ve {tevtafu^latfini yok^dip, yerine iyilerini 
koyma i§lemini ger§ekle$tirmesi” anlanuna gelih 1 
C" 4 ' / 

§air, goriintiiye bakapk iry>anl^ri yafplayan ham sofuyu tenkit 
etmekte ve hak yolda/blu^un delijl&inj/'surette degil; gonllin 
derinliginde tecelli eden ilahi ajkti've manevi olgunluk hallerinde 
aramak gerektigini soylemektedir. 

5. EyAvni; eger o sevgilinin guzelligigoniil levhasmda boy gostermez 
ise; saf $arap kadehini ona ayna tutalim. 

“Ayine” fars<ja “(jelik, <jelikten levha” demektir. (Jokeskiden aynalar 
parlatdmi$ ^elik levhalardan yapddigi i^in ona bu ad verilmi§tir. 
Bundan hareketle, ilk misradaki “ayine ”yi “ayna” degil de “levha” 
olarak kar§ilamak gerekmektedir. §air, eger goniilde olgunluk halleri 
ortaya cpkmiyorsa; kalbi ilahi a$k §arabi ile doldurmak gerektigini 
soyliiyor. Divan §iirinde §arap ve §arapla dolu kadeh i«jin “ayna” 
benzetmesi yapilmiftir. 


1 Bkz. age. ilgili maddeler. 
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53 

1. Come, friends, off to the tavern, drunk as we are — let’s vie together 
to serve the aged tavemkeeper. 

The word mugan was used for worshipers of fire - specifically, 
for Magians or, rather, Zoroastrians - while the phrase pir-i mugan 
was used for a Zoroastrian head priest or abbot. It was also, however, 
used for the aged keeper of a taverrr,^ the tavern was considered the 
temple of pagans or fire worshipers. In classical Ottoman poetry, with 
its profound Sufi influence, concepts such as “jdie tavern”, “the house 
of idols”, “the church/’, and ^tUexpt Vernkegper” or “Zoroastrian 
elder” were used figuratively to refer tdvarious states, stations, figures, 
and places of a Sufpnature. for instance, thew^ord harabat means 
“place of ruin” and was useito jlefer j.o the tavern, but from a Sufi 
perspective it could mean: (l^th^/depds^'lodge; (2) the heart; (3) 
spiritual states connected^wijrh^the: annihilation or elimination of 
the human body, of physical existence and negative traits, of carnal 
desires, of lower feelings, and of tendencies away from the human and 
toward the animal; and (4) the station of intoxicating union with the 
divine truth. 

As for the phrase pir-i mugan (“aged tavemkeeper”, “Zoroastrian 
elder”), it could symbolize: (1) the true and perfect spiritual guide, 
who offers up to the disciple the wine of love; and (2) the spiritual 
“pole” ( kutb ), a figure considered the world’s supreme spiritual guide 
during his lifetime. Similarly, the word “drunk” {mesh) signifies the 
state in which love or the lover is in complete command of his being. 1 

1 v. Suleyman Uludag, op. cit., p. 361. 
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2. Let’s drink a cup, and quaff another, and travel round the world. 
Let’s climb love’s Sinai and speak with God in hushed tones. 

In taverns in early Ottoman times, barrels of wine were very large. 
In order to fill the wine cups, the boys who served wine in taverns 
would use a small set of steps to climb up to these large barrels. In 
this couplet, the poet draws a comparison between this and Moses’ 
ascent of Mount Sinai. In the Sufi conceptual system, a wine cup 
{hum) represents the place where powerful feelings of love descend; 
namely, the heart. The word “travel” ( seyrdn ), on the other hand, 
refers to travel along the spiritual road toward the divine truth, 
toward God, a spiritual journey alsp called the wayfarer’s road {seyr-i 
siiluk) and consisting of the road ef-d£spent ( seyr-i nuzut), involving 
separation from God and the descent into the material world, and 
the road of ascent {seyr-i itruc), irfydlving the accent or return toward 
ultimate reunion whjh God {cf. #8/2; #56/5, #?0/3). Mount Sinai, 
which Moses ascended and why re he was" divinely addressed, refers in 
Sufism to the spiritual source from which fiowjfie waters of gnosis 
and enlightenment arfd the diviny truths hidden? within the appetitive 
soul {nefi). The word rnqndcaf - hdre translated as “speak in hushed 
tones” - means literally “to whi'sgyr' td ojae'arfother, to speak secretly to 
one another”, but in Sufism referslo pleading to and entreating God, 
expressing one’s wishes to God, praising God, and seeking refuge in 
God. 

The word goturi - translated here by “drink” and “quaff” - is used 
here with two different meanings: the first is “downing glass after 
glass”, while the second is, effectively, “all at once” or “bottoms up”. 

3- Let the crude zealot come accept our apologies — if there’s a chance, 
let’s crown him with a glass. 

In classical Ottoman poetry, the zealot {zdhid) - while referring to 
a person who cares nothing for worldly concerns and instead directs 
himself wholly toward God and the afterlife - is a figure seen as a 
crude religious formalist ignorant of the essence of religion, and is 
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accordingly subjected to relentless criticism for numerous moral 
faults. The phrase “let’s crown him with a glass” {ayag He mufakat 
ideliim) contains a double meaning: the word ayag, means “foot”, in 
Turkish, is also used to mean but “wine cup”, in Persian, and so the 
two possible meanings of the phrase become: “Let’s reward him by 
kicking him”, and “Let’s reward him by giving him a cup of wine.” 

4. If he condemns the state we’re in, or disapproves, let’s swear on wine 
and bhang we’re on the true path still. 

In the conceptual system of Sufism, wine {bade) represents divine 
love, desire, and ecstasy, while “bhang” or cannabis (beng) is used to 
symbolize the spiritual states discovered by Sufis who, having reached 
the station of “abiding in God” {beka bfl-Itlh), are considered people 
of divine union with God. The wpnd isbat - translated here as “swear” 
but literally meaning “provL” - me£ns, in Sadism, the wayfarer’s 
replacing qualities qflhabit wjth the commands of worship; that is, the 
wayfarer’s eliminating bad actions jmd / f5ehavidrT.and replacing them 
with good ones. J yy 

In this couplet, the poet/dritidzes^the zealot for looking only 
at appearances, claimingdhat/Ope triujLinStead look for the divine 
manifestations that appear in the neart and for the level of a person’s 
spiritual maturity. 

5. AndAvni, if the beloved is not in the heart’s mirror, let’s mirror our 
love in this pure wine here. 

The word “mirror” ( ayine ) means, in Persian, “steel” or “steel slab”, 
a name that came about because early mirrors were, in fact, polished 
steel slabs. With this in mind, the word “mirror” in the phrase “heart’s 
mirror” is perhaps best read as meaning “slab” or “tablet”. In this 
couplet, the poet is saying that, if advanced spiritual states do not 
appear in the heart, then it becomes necessary to fill the heart with 
the wine of divine love. Likening wine and a cup filled with wine to a 
mirror was a common trope in classical Ottoman poetry. 
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1. Bezm-i vasla ireliim giil gibi hurrem olalum 
Rezm-i gamda ni^e bir naleye hem-dem olalum 

2. Sadr-i meyhanede rindan ile bezm eyleyiiben 
Taht-i Kavusa ge^iip i$rpt ileiCem olalum 

S' JS Cf 

3. Halvetine bizi na-mahren/idyr zahidi gpr 
Duhter-i rezle~varup biz dani mahrem 'olalum 

4 ^ S 

4. Yar cevr itmekjle nam ri"niyin Buldi-y-isa 
Cevr cekmekfuk ile biz de nusellem oklum 

Clr / / 

5. Uyma igvasina ol div raidednj^fii x 

Ol peri yiizliiye meyl eyleyup adem olalum 


1 (54). AE /17b. 
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54. §iiR 

1. (Gelin ey dostlar), vuslat meclisine varahm da, (hep hirlikte) 
giiller gibi gdnliimiiz agilsin!.. Daha ne zamana kadar gam ve kederin 
savag meydaninda iniltilerle yoldag olacagiz? 

2. (Gelin, gelin), meyhanenin bagkogesinde rintlerle hirlikte meclis 
kurahm da, (boylelikle) Kavitsun ta.htj.na kurulup, garap igerek her 


hirimiz hir Cem olahm. 


I ' I 

j-J o 


/ > 


Kavus (Keykavus), Iran’in 'mifoloji kahramanlarindan olup, 
Keyaniyan siilalesinin ikinci padi^akidir, Keykubad’in torunu ve 
halefidir. §iirde ihbj^m ve ujdlugdn ^dmbolii dlarak gecer. Cem ise 
yine Iran’in mitoloJI kahram^Alajnjhd^ ve padijahlarindan biridir. 
§arabi icat etcigine inanilir. $aitj meyhanepln ba$ko$esini veya 
hatirli konukiann agiflandij^kinci Icaprni, Kavus’un tahtina; orada 
oturup i§ret alemi yapajE rir^tlerin, Jaerbirini de Iran hiikiimdari 
Cem’e benzetiyor. " ' ^ J ' J 

3■ §u zahide bakin; bizi iiziim kizinin namahremi ilan edip yamna 
varmaktan alikoyuyor!.. (O haide) biz de gidelim, onunla mahrem (igli 
digit, yakin akraba) olahm... 

Eskiler, §arap icin “duhter-i rez, duht-i rez, bintii’l-ineb” yani 
“iiziim kizi” tabirini kullamrlardi. Bu, iiziimiin anne; ondan yapilan 
§arabin da kiz olarak dii§iiniilmesinden ileri gelmektedir. Gizli 
gizli §arap icmek veya meyhaneye gitmek de “iiziim kizi ile halvet 
olma” veya “iiziim kizim sineye sarma” gibi §airane benzetmelerle 
anlatilmijtir. §air, zahidin iiziim kizi ile halvet olmayi haram 
saydigindan jikayet ediyor ve buna karjilik, onunla (iiziim kiziyla) 
mahrem olarak, yani i<jli-di§li, yakin akraba sifatiyla yamna varmayi 
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hesapliyor. “Halvet” kelimesi, argoda insanin gizli gizli goriijtiigu, 
kapali bir mekanda kcndisiylc yalmz kaldigi ki§i anlamina da 
gelmektedir. “Halvet”in bu anlami ile ilk misra §oyle farkli bir anlam 
kazanir: “Zahide bakin; bizi, kendisinin halved olan iizum kizinin 
namahremi ilan edip yamna varmaktan ahkoyuyor!. . ” §air boylelikle 
zahidin iiziim kiziyla tenhada bulujtugu, yani gizli gizli §arap itpigi 
imasinda da bulunmu? olmaktadir. 

4. (O sevgili, apklarma) eziyet etmekle $an ve §dhret buldu ise; biz 
de eziyet (ekmekle, $ileke§likle isim yapahm. 

5. Ey Avni; ifrit soyundan gelr^ie rakibin ba$tan gikarmalarma 

aldanma da, gel o periyiizlu guget-sevgilSiyj/rrieyledip adam oldugumuzu 
gosterelim. / ~ 

Burada Avni, A^cm’in/ t^rafindafi kandirilarak yasak 

meyveyi yemesi .ve cenn^ptbrf/kdydfmasi diadiscsinc telmihte 
bulunuyor. Yasak m^yvcnin npoldugipkususu «lduki;a tartijmali ise 
de, getirilen izahlanb en onemlilerinden birisk, dnsi arzudur. Adem 
ve e$i Hawa bu du^guya/kapdarak birbirlerini arzulamiylardir. 
Ifte $air beyitte o hadiWyi haurlabaralC kadrna kar§i duyulan cinsi 
yonelmenin §eytanm azdirtfuisi [oldAgunu ifade ederek; bundan 
kacinip, simalarmda ilahi giizelligi (cemalullah) tema$a etmek gayesi 
ile peri yiizlii mahbuplara alaka duymak gerektigi diijiincesini dile 
getirmektedir. 
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1. Let’s go now to union’s gathering, let our hearts like roses open. 
How much longer will we howl on grief’s battlefield ? 

2. Let’s sit in the tavern’s seat of honor, gather with the drinkers. Let’s 
sit on the throne ofKavus, drink till we’re Jam one and all. 

“Kavus” is Kay Kavus, a Perspif^mythological hero who was the 
second Achaemenid ruler yard the grghclspn and successor of Kay 
Qubad. In the poetic tradition, he serves as a symbol of majesty and 
splendor. Jam is also a Persian mythological herp and ruler, believed 
to have been the creator of \yd\dfih tjtfs coupley Avni compares the 
tavern’s seat of honor, raised fdrrlcfe, otupperflpor, where honored 
guests would be seated ( cf #4lH, #69/5), Iff the throne of Kay 
Kavus, and the drinkers who enjoy themselves at the tavern to Jam. 

—/ ^ ' r-F'/ 

3- Look at the zealot! -banding prij'ticy'with the grape’s daughter as 
incest! Come, Let’s be alone with her - this is no incest. 

Wine was often referred to by the phrase “the grape’s daughter”, 
a phrase which took a number of forms ( duhter-i rez, duht-i rez, 
bintu’l-ineb). The grape was the “mother”, with the wine made from 
the grape being her “daughter”. Drinking wine in secret or going 
to the tavern was thus often poetically imagined as having a secret 
tryst with “the grape’s daughter”, as embracing her in private. In this 
couplet, the poet complains of the religious zealot’s condemnation 
of this tryst as forbidden ( haram ) and, in opposition, considers 
entering into an intimate relationship with the grape’s daughter, 
regardless of any possible incestuous nature involved. The syntax of 
the first line of this couplet also allows a reading along the following 






Dtwan of Sultan Mehmed II with Commentary -54 | 409 


lines: “Look at the zealot! having forbidden incestuous relations 
with the grape’s daughter!” In this way, the poet implies that the 
religious zealot, too, has private trysts with “the grape’s daughter”; 
that is, he, too, drinks wine in secret. 

4. So the beloved’s gained glory for the pain that’s been caused. Come, 
let’s make our name through accepting that pain. 

5. Avni, don’t befooled by the wiles of that demon, your rival. Come, 
let’s go for the fairy faced beauty, show them we’re men. 

Here, Avni alludes to the story of Adam being tricked by Satan 
into eating the forbidden fryit ancjsubsequently being exiled from 
heaven. There are, of course, manyhp/nions as to what the forbidden 
fruit actually represents. One of/the most common views is that it 
represents sexual desi/e, and/thap^eafing the "forbidden fruit” refers 
to the feelings of sexual desif^LAdafnAriel Eve fa:gan to have toward 
one another. In thy couplep/thp /poyHthus uses this story to say 
that sexual feelings toward women are stirred by'Satan. Instead, one 
must look in the bejbyed’s Taccr in drdyr to see the divine beauty 
(,cem&lu’l-lah ) there, which is 4 eTypt^eLpqre relationship implied 
by the phrase “fairy-faced bg/tft^’f fehi yuzlii ). 






jy 1 

1. Goziim ya$i-y-ila kuy-i nigan lale-zar itdiim 
Figan u naleden ol lale-zan murg-zar itdiim 


2 . 

3. 

4. 

5. 


Goziin ahusinun $evki-y-ile sahralara dii$diim 
Saqain sevdasi-y-ila nifp-vej jerk-i diyar itdiim 


■i-J F 


N 


Kadiifi servi firakinda ya$dmycuy-bar itdiim 
Yiiziin 2 giilza« yad i n a/go mm jebr-i befiir itdiim 


^41 


Ciinun sahrasi~^inde feiekdc [ n^a^uma yagan 
Cefa tajlarmi <jem‘ eylediim seng-i me^4r itdiim 




/ / /‘ 

/ / y^r t 


Sanemler hiisni tamrUj%) ^ijibu^ekf ile ‘Avni 
Goniil deyrini ser-ta-ser kamu nak$ u nigar itdiim 


1 (55). AE /17b. 

2 Yiiziin: AE MNZ 530, 39a. 
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55. §iiR 

1. Gozlenmden akan (kanh) yaglarla sevgilinin mahallesini lale 
bahgesine dondurdum. Soma da feryatlanm ve inleyiglenmle o lalezan 
kug bahgesine gevirdim. 

A§ik, sevgilinin mahallesinde o kadar 90 k kanli gozya^lari 
dokmiijtiir ki; orayi lalezara (kan kirmizisi lalelerin bittigi yer) 
dondiirmujtiir. A§igin aglaylf, format/ fjpan ve inleyijleri ile o yer 
daha sonra adeta bir ku§ bahcesine doniijmuftur. Beyitte a$iklarin 
feryat, figan ve inleyijleri ile biilbullerin gi)l kar$isinda otii§leri 
arasinda benzerlik jU^kisi km'ulmuf tut. 

h y '/'/ 'c 

2. (Ey sevgili)gZ 2 ceylan gozlerinin jtrzusu -lie gollere dug turn .,. 

Saglanmn kara sevdpsi ile de, misk misali, evvnti barkimi terk edip 
gurbete giktim. v-. ^ J ' y 4ly 

Metinde ge^en “daft. f” askfidg/'gobek* demektir. Ancak misk 
(mii§g) denilen giizel kdkuk /pijizddGy bir tins ceylamn gobeginde 
olujtugu igin burada “nafe” ile misk kastedilmijtir. Misk, Asyamn 
yiiksek daglarinda ya^ayan bir cins erkek ceylamn (misk ahusu) 
karin derisi altindaki bir bezden cikan ve difisini cezp etmek icin 
gobeginden yere biraktigi 90 k giizel kokulu ve koyu siyah renkli 
bir maddedir. §air, miskin yere diijmesi olayim “yuvadan ayrilma” 
ve “gurbete dii§me” olarak nitelendiriyor. Goz, sa 9 , sevda ve nafe 
(misk), hep siyah rengi 9 agri§tirmakta ve tenasiip olu§turmaktadir. 

3. (Ey sevgiii); senin servi boyundan ayn kalmamn acisi ile 
gozyaglanm irrnaga dondu... Gul bahgesine benzeyen yuzunii 
hatirladikga da gozlerim (yagmuryuklu) bahar bulutu haline geldi. 

4. Cinnet golunde felekten bagima yagan cefa ve eziyet taglanm 
biriktirdim de, (bunlan) mezanma tag yaptim. 
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Avni bu beyitte Leyla ve Mecnun hikayesinin ba$kahramam olan 
Mecnun’un seriivenine telmihte bulunuyor. 

5. (Ey Avni); gonlumun kilisesini, kutsal tasvir niyetine, putgibi bir 
giizel(in hayali) He ba§tanba§a resimlerle doldurdum. 

Beyit tasawufi mecazlar sistemi icerisinde anla$ilacak §ekilde 
diizenlenmi§tir. “ Sanem ” yani put, tasawufta, ki§iyi Allah’tan 
alikoyan, saliki hak yoldan uzak tutan her§ey icin kullanilir. En 
biiyiik put, kijinin kendi nefsidir. Bunun yaninda ruhi gercekler, 
pir, miir§it, insan-i kamil ve sevgili icin de “sanem”, yahut “put” 
sembolii kullanilir. “Deyr” (kilise) ise, tasawufta mana ve mii§ahede 
alemini temsil eder. “NaEy u 'ni£aF^ /atp resim ve heykel de varlik 
hakikatleri demektir. Biittm bu^sembollSf sistemi icerisinde beyti 
anlamlandirdigimiz takdirde; §airp^ masivadah-tamamen armarak, 
mana ve m ii§ ah ad e4le mini n'gece) lij er i ryi sahneplan gonliinii sadece 
ve sadece ruhi genjdjder, pirwe riiurjiai p sevgisi yahut Allah a$ki ile 
doldurdugunu ifadejetmek isfediPijni soylemek~gerekir. 


/ / 
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1. My tears made that beauty’s street a tulip garden. My cries and 
moans made that tulip garden fill with birds. 

The lover’s tears, bloody from his pain and suffering, fill the 
beloved’s street, making it like a tulip garden in terms of redness. 
The lover’s weeping and wailing, hjs cries and moans, then go on to 
make that tulip garden resound is-t^oh^h it were full of birds. Here, 
a likeness is struck between the lpver’s cries and the song sung by the 
nightingale to the rose. y/ d— 


2. From desire firry our eyedgazellesA woundup in the desert. From 
hopeless love for theymsk ofyofir hair Idecame afi exile. 

Translated here as “musk” (pf #£4/5), the word ndfie literally 
means “belly”. Here, 'however; it fis refer to musk, as this 

substance is obtained frdm^t^ ajb^Otpinafiaiez of the male musk 
deer. The musk deer, which lives in mountainous regions of Asia, 
produces this fragrant, black substance in a special gland, using 
the scent to attract female musk deers. Here, the poet describes the 
musk’s falling to the ground in terms of leaving home and becoming 
an exile. In poetry, musk - along with eyes, hair, and melancholia or 
hopeless love ( sevdd ) - is always associated with the color black by 
means of the rhetorical device known as tendsub (“congruity”). 

3. Separation from the cypress of your body made my tears a rushing 
river. I think on your rosegarden face and my eyes become clouds in 
spring. 

4. The heavens rained tormenting stones on my head in the garden of 
madness. I gathered them up and made of them my gravestone. 
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This couplet continues an allusion to Majnun, the main character 
in the story of Layla and Majnun ( cf. #4/2, #11/5, #17/6, #24/1, 
#25/4, #38/2). 

5. Avni, to show the beauty of that idol, that icon, I have filled my 
heart’s church with images from top to bottom. 

This couplet is composed in accordance with the Sufi conceptual 
system. In Sufism, an idol ( sanem) is used to represent anything that 
holds a person back from God, or that prevents the Sufi wayfarer 
from moving forward on the road to divine truth. The greatest idol 
of all, the greatest obstacle one can encounter on this path, is oneself, 
particularly one’s appetitive sou\i{rjefs).The word “idol” or “icon” is 
also applied to spiritual truths, xp ones fefiiritual guide or mentor, 
to the rank of the perfect man ( -iryfan-i kamijf, land to the beloved. 
The word “c\\utc\\^fideyr) , or^lye oflierhand.^In Sufism represents 
the world of true meaning and d: spiritual witness. As for “images” 
(nakf u nigar, literacy, “paintings and statues’j^fhese are the truths 
of existence or beingr'Consicjeritig thjs entire- system of symbols, the 
couplet can be read aslnf pot^s ejjpre^sfqn'of the necessity to purify 
oneself of the things of rnisjt/cjrJcj add; fill dne’s heart - which is the 
site of manifestations from the world of true meaning and spiritual 
witness - with nothing but the love of God or the love of spiritual 
truths and of one’s spiritual guide. 
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A fi 



1. 

2 . 


Tevarth-i Cem ii Iskender itmez hatirum hergiz 
Meger cam-i cihan-bin eyleye am yine ru$en 


3. Irem bagindan u Nemrud odindan siirme efsane 


Getiir ol cam-i atej-rengi kir|r‘^m olur giil-$en 


4. 


f 4 


Felek her giin 911 merdan-Ecdiam zir-i hyk eyler 
Ko cam-i merg/adim^ety/Diy cam-i rnerd-efgen 

Zemana ftibafu omrZcilrrfaz ifmid ittnek 
Ho§ ol dem la 51 bu deVr idr^ krfavuz deW sagar fen 1 2 3 


6 . Bu ebna-yi zem^idandcimrd disfemdostfcamsun 
Yakin bilgil ki keudii cadnifki himrladun dii^men 

7 . Qemen ranalarma omr 6 agindan haber yokdur 
Bu hale e$k ii naleyle behar elbet ider $iven 


8 . Bu diinya-yi deni i^iin ni^e bir dest ii pa urmak 
Eliine asrin ii payuna mesken yeter damen 

9. Bu dar’iil-hadise i^re ni^e giin durmag olursa 
Heman yegdiir ki ‘Avni idesiin meyhane[yi] me’men 


1 (56). AE /18a. 

2 Gazelin ilk beyti yazma niishada bulunmamaktadir. 

3 Kemal Edip Unsel bunu “... devr sagarden" olarak okumu§, aynca Saffet 
Sitki (Bilmen)’in "... devr-i sagar-fen ” §eklindeki okuyu§unu, mana bul- 
makgiic diyerek tenkid etmi$tir... Dogrusu, her iki okuyu§ dayanli§ olup, 
anlam acisindan zorlamalar ta$imaktadir. 
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verecegi keyifle biitiin bir alemi giil bahcesine dondiirecegi i<jin de, 
Irem bahgesini (ate? iginde giilzar) hatirlatmaktadir. 

4. Mademkifelek her gun bir babayigidi topragin altina indiriyor; 
(ey saki), artik ecel kadehini amp durmayi terk et de; bize insam sarho§ 
edip yerlere seren bir §arap kadehi getir! 

5. (Gdz afip kapayincaya kadar gelip geftigi if in), zamana deger 
vermek; (ne zaman insam terk edecegi bilinmediginden de) dmre 
guvenmek dogru degiLdir... Bu diinya hayati ifinde kadehinyolgosterici 
(kilavuz) oldugu, farabin da (Hint ve) fen (vesilesi) sayildigi devirler ne 
hof anlardir! 

Bu beyitte de tasawufi seidbillgtjlsullanilmijtir. “Zaman” ve 
“omur”, gelip gecici ve izafi olnaaiarindan dolayi akli bilgilere ve 
maddi diinyevi kazanimlara; ilaln^km sembplu olan ?arap (kadeh) 
de, varligin aslim te$lul ederi^ve nautl^dogru bjjgi demek olan ilahi 
hikmet ve kutsal iffana i?ar4 etmektedir. Metinde “sagar ”in yani 
?arabin “fen” ol arak,gos teril ritesi, aslmda, esas^>ilginin kazamlmi? 
bilgi (akli ilimler) dlmayip;^a?k jjayesjnde Allah tarafindan insanin 
kalbine konulan (vehbi,) bilgi vy mpdiifi oldugunu anlatan bir 
husustur. Nitekim divM tnectjjlfriiide a?kin benzetilenleri 
arasinda “fenn’in de bulundugu vc a^k ile ilgili olarak “fenn-i a?k” 
tabirinin kullamldigi bilinmektedir. Gelibolulu Mustafa Ali’nin 
Tuhfetul-uffati\nm 1447. ve 1451. beyitleri a?k-fen benzetmesine 
dair ornek te?kil etmektedir: 

Olmasa hidmet-i pire vasil 

‘I?k fennin ide miydi hasil 

Olmasun hane-i cismi ber-bad 

‘I?k fenninde olinca iistad 

Yine metinde gecen “devr” sozciigiiniin, “?arap kadehi” anlamimn 
di?inda, sofllerin varligin izahinda ba?vurduklan devir nazariyesini 
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de hatrrlattigim soylemek gerekmektedir. Avni hayata, zamana ve 
mekana devir nazariyesinin kilavuzlugunda bakmak gerektigini; 
kalbin hissedi? ve goziin gorii§ kuwetini saglayan §eyin de ancak 
ilahi a$k meslegi (fenni) oldugunu anlatmak istiyor. 

6. Bu diinya halkindan her kimi 'Ey henim dostum!" diyerek 
(bagrina basarsan), kesin olarak bil ki, oz camn igin bir diigman 
kazanmig olursun. 

7. Renk renk gimenlere (ve gimenlikte biten elvan gigeklere) omiir 
bahgesinden higbir haber gelmiyor... Bu durum kargisinda bahar elbette 
gozyaglan dokecek, aglayip in ley ere k matem tutacaktir. 

(^imenlige omiir bib^esitr^ed-Jiapb^r gelmeyiji, otlarin ve 
cimenlikte bi ten gigeklerin oliimyne ijaretfir. Bu ise, otlarin kurudugu 
ve cjicjeklerin oliim^yykusuna y^ftrgi sonbahan cagri§tirmaktadir. 
§air, sonbaharda ya^urlari^yagparaslplC riizgarih soguk ve ugultulu 
bir §ekilde esmesSt; bahariry gozya^lin dokgyek, aglayip feryat 
ederek matem tutmaisi jeklinde tasvir ederek husniitalil yaptyor. 

^ 

8. §u degersiz diinya hayatiyginplahc/n^, kadar el ayak vurup hirsla 
gabalayacaksin?.. Elbisendn uputf { kohp -plifEigin; elbisenin etegi de 
ay agin igin mesken olarak yeterli dtgil mil 

Avni bu beyitte sofilerin hayata rindane baki$i olan “bir lokma 
bir htrka” felsefesini yansitmaktadir. Bu anlayija gore; gelip gecici 
oldugu bilindigi halde, bu degersiz diinya hayati icin hirsla, israrla 
c^aba gostermek, diinya nimetlerini elde etmek icin sikintilara 
katlanmak tamamen gereksizdir. Yiyecek olarak bir lokma; giyecek 
ve mesken olarak da bir hirka yeterlidir. §air bu duyguyu “dest ii 
pa urmak ” yani (el-ayak vurmak) deyiminin sozciiklerine uygun bir 
bicjimde ifade ederek, el icin elbisenin uzun kollarimn; ayak icin de 
elbisenin eteginin barinak ve mesken olarak yeterli oldugunu; ba§ka 
evler, kinkier, saraylar aramamak gerektigini soyliiyor. 
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9. Ey Avni; zamamn degigen olaylannm, insamn bagina ne 
getireceginin bilinmedigi bu dunya hayatindz kag gun duracaksan, 
kendine meyhaneden bagka sakm siginak arama! 

Tekraren ifade etmek gerekir ki; Avni, §arap, meyhane, kilise, 
put, pir-i mugan gibi unsurlari tasawufi mecazlar sistemi icerisinde 
kullanmi§ ve §iirine bu zengin cagri§imli, hakikat ve mecaz 
anlamlarinin birlikte yer aldigi lafiz ve mana oyunlari ile derinlik 
kazandirmijtir. Bu beyitte de dunya hayatinin siirekli degijen, 
degi?tigi icin de insani huzursuz eden gelip gecici hali karjisinda 
“meyhane”ye, yani a$kin heyecan ve cojkusuna, kulun a$k ve §evk 
ile Rabbine miinacaat mahalli ,ql^n tekkeye yahut ilahi a$k, §evk 
ve marifetle dolu goniil ^hiptertW^Apylmek gerektigi duygusu 
i§lenmi§tir. / 


/ 

/ . 




/ 9 / 

\, / / / 
7 


/ 


/r 
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2. Tales of Jam and Alexander do not satisfy my heart. Only the 
world-scrying cup can satisfy my heart. 

More information on “the world-scrying cup” ( cdm-i cihan-bin) 
can be found in the commenta|y /gx #71/1 . This cup is used as a 
trope for wine, which in Spfisifils a sypfeo] of love. Love, in turn, is 
what gives birth to creation, andds the highest t^uth. For this reason, 
those who wish to reach the/divirfe truth of Clod should not look to 
written or verbal knpwledgcyLz7^4 hfil), but ritzier to gnosis ( 'ilm-i 
hat), to the knowledge gained through annihilation in the divine 
truth that is God. ln this coup|e|t, “tales oi' jam and Alexander” 
refers to the former, t <Q a t i ohal,knowlecjge„ while “the world-scrying 
cup” refers to wine, thtrtjjefj resen tatiyp and Symbol of love. 

In addition, the couplet shows that Sultan Mehmed II was 
curious about history, and accorded importance to the reading of 
books on world history. 

3. Don’t spread legends oflram’s garden or Nimrod’s fire, hut bring 
the fiery cup and let the world be a rosegarden. 

The garden of Iram is mentioned in the Qur’an 89:6—8; built 
in the time of the tribe of ‘Ad by the king Shaddad, it was a garden 
built atop pillars and likened to heaven. It was said to have been 
located either in the Damascus area or in the Yemen. In poetry, the 
garden of Iram was imagined as the apotheosis of a beautiful garden. 
“Nimrod’s fire” is another reference to the Qur’an, this time to the 

1 The first couplet of this ghazal is not found in the ae manuscript copy. 
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fire into which Abraham was thrown by Nimrod as a punishment (v. 
21:59—70); it was popularly believed that this fire was miraculously 
transformed into a rose garden when Abraham was thrown into it, 
thus saving him. Here, the cup is compared to fire owing to the 
color and intoxicating effect of the wine in it, while the fact that 
the pleasure it gives can turn the world into a rose garden recalls the 
garden of Iram mentioned in the couplet’s first hemistich. 

4. Fate lays a great hero beneath the dust each and every day, so 
forget the cup of our lot in life and bring a cup of brimming, burning 
life. 

5. It is not right to value tim,e orfujtjyi life. In this world, how fine 
it is when wine is your guide andphe cup yffur science} 

This couplet contains a^ nufiibey of Sufi^symbolic elements. 
“Time” ( zaman ) antf “life” {ydir)pArdjdth transitory and relative in 
nature, and are thus 1 used to r^fer m rational knowledge and to the 
material world, white the cup of wine, representing love in the Sufi 
conceptual system, porpts toThe-uivirie wisdom and gnosis that lead 
to true knowledge of exi^Eende in fits dnsdluje essence. Showing the 
cup of wine {sagar) as “s c i e nce’N feunfi s 1 n fact a way of stating that 
true knowledge does not consist of rational knowledge, but of the 
imparted ( vehbi) knowledge and wisdom placed, through love, into 
the heart by God. Similarly, love is compared to science in much 
classical Ottoman poetry, and sometimes the phrase “the science 
of love” (fenn-i i$k) is used. This can be seen in couplets 1447 and 
1451 of Gelibolulu Mustafa Alt’s work Tuhfetii’l- u§§ak (“Gift for the 
Lovers”): 


In the second hemistich of the fifth couplet, Kemal Edip Unsel read the 
final words as devr sagarden , while Saffet Sitki (Bilmen) read it as devr-i 
sagar fen and criticized it for having a meaning difficult to discern. In fact, 
however, both of these readings are incorrect, and, in terms of meaning or 
significance, quite strained 
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If not in the service of the master 
The science of love one could not master 

Olmasa hidmet-i pire vastl 
‘fkfennin ide miydi hastl 


Do not let the house of the body decay 
If you master the science of love one day 

Olmasun hane-i cismuher-haf \f / 
fk fenninde olunca iistdd . ~ 


The word dkw ^-translated in Avrti’s couplejt as “wine” but also 
meaning “circulation” or “a pfcvfix paute” - can , refer here not only 
to a cup of wine,Tut also toAhb fthedry of the/ wayfarers circular 
road of descent froinjuid ascent Jo God (v. #5^2; cf. #8/2, #70/3). 
In this way, Avni states'that'njs nepess^ry to observe life, time, and 
space from the guiding^rsj^ective pf lthis'^theory, but that it must 
also be remembered that the hearts power of feeling and the eye’s 
power of sight are supplied only by the “science” of divine love. 

6. When you call to the people of this world, “Hey, friend!”, know for 
sure that you have prepared yourself an enemy. 

7- The world’s colorful lawns hear nothingfrom the garden of life, so 
of course the season can only weep and wail in mourning. 

The lawns’ hearing no word from the garden of life is a sign of 
the death of the plants and flowers that grow on the lawn; this, in 
turn, brings autumn to mind, as that is the season when plants and 
flowers wither and die. In the couplet’s second hemistich, then, the 
poet is using the rhetorical device known as husn-i ta'lil or poetic 
etiology, describing the season’s rains and winds as a mourning with 
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the “weeping” of rain and the “wailing” of the wind. 

8. How much longer will you work your arms and legs for this 
bitch of an earth? Isn’t a sleeve home enough for your arm, a hem home 
enough for your leg? 

In this couplet, Avni reflects the Sufi philosophy of “one bite, one 
cloak”, which states that it is completely unnecessary to stubbornly 
and ambitiously struggle in this worthless world and completely 
unnecessary to make oneself suffer in order to gain this world’s 
blessings: one bite of food is enough to eat, and one shabby cloak 
is enough to wear and indeed enough of shelter. The poet here uses 
the phrase “to work one’s airrA ajkd/kgs (dest u pa urmak) as a 
springboard for this sentifhent,paying th4t a sleeve is a sufficient 
home for the arm and the hem ordower parpdfa cloak is sufficient 
home for the leg, anb that therefore jt i^uselessiand indeed futile to 


seek out any otherdtjome, 

9- Avni, however many days you may have'in this phenomenal 
world, you’d best spendfhem Inyhetaverry, make that your shelter. 

Here, Avni again nfajtes use of the Gpncffptual system of Sufism 
to enrich and deepen his coupIet^The “phenomenal world” ( daru’l- 
hadise) is forever changing, and this is a cause of unrest for human 
beings. In response, one should take shelter in the tavern; that is, in 
the dervish lodge where the servant of God can engage in a lively and 
rich dialogue of love and desire with the Lord, or in the company of 
those whose hearts are replete with divine love, desire, and wisdom. 
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S. 


1. Ey piir-giil ii $iikufe yuziinle behar-i hiisn 
Mihr-i ruhunla ru$en olur ruzgar-i hiisn 

2. Bag-i cemal hiisniin ile piir-safa durur 
§ad-abdur cemaliin ile pev bjeh^r-i hiisn 

/ -i/ Fj 

3. Nahl-i kadiin ki serv-i ser^fraz-i hiisndpr 
Oldi biilend kadd-i biilendunle kar-i Kush 


/ / / / ' 




4. Yap gonliiminyharabesrh ey barin-i cefa 
Bir giin ola hajcaba vara kai) (u^bar-i h%n 






5. Sultan-i hiisn yiiziin ikhi^ib^d&rhi ka§un 
Cellad 9 e§m ii ziilf-i siyeh perde-dar-i hiisn 

6. ‘I$k-i riyayi terk idemez zahidi goriin 
§iikr-i Huda ki ‘Avni degiil $erm-sar-i hiisn 


1 (57). AE /18b. 
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57. §iiR 

1. Ey, ba§tanba§a giiller ve fifeklerle bezenmi§ yiiziinle guzellik 
bahan olan (sevgili); senin yanagimn giinef, giizelligin giiniinii 
aydinlatmaktadir. 

2. CemaL (mutlak guzellik) bahcesi, senin giizelligin He ba§tanba§a 
ne§e ve huzura kavu§mu§tur; giizelligin (i^eklen ise senin yiizuniin 
giizelligi He suya kanmip canlanriiiffr. j , 

Bey tin ilk misrainda geqen “yemai sezciigiine metnin baglami 
icerisinde, herhangi bir guzelldj/degil; mpflak guzellik anlami 
vermek gerekmektedtr. Buraia yefilm^k istengsn mesaj, sevgilinin 
yiiz giizelliginin, mil dak (ikhi) -giizelligin ay nasi ve onun tecellisi 
oldugu hususudur. ikinci mtsradd gdgen “ nefbehar” da ilkbahar 
degil, ilkbahar mevsijminde biten gimenler vgayan gigeklerdir. 




/ 


3. (Ey sevgili); senin fidyn bvyunfgiizeM(k,(l}ah$esi)nin bap goklerde 
servisidir... Guzellik z/z senin-alxtpn ( bjfyUmia prefbulmupur. 

4. Ey cefa ve eziyet mimari (sevgili); gonliimii (bu cefave eziyetlerinle 
bir an once) harabelikyap... Korkanm ki, bir gun olur (senin giizelligin 
gefer) de, bu cefa ve eziyet etme sanatmin sonu gelebilir. 

Sevgili dayamlmaz giizelligi yiiziinden agklara cektirdigi acilarla 
bir eza ve cefa mimaridir. O, bu ozelligi ile agklarin goniil hanelerini 
harabe haline getirir. Bu ise ajiklarca istenen bir §eydir. “ Goniil 
harabesinin yapilmasi” , tamir ve iyilegirme anlaminda olmayip; 
aksine, onun cefa, eziyet ve gamlarla harabe haline getirilmesi, 
viranelejtirilmesi demektir. §air (a$ik), sevgiliden, gonliiniin evini 
bir an once harabe haline getirmesini istemekte ve acele etmektedir. 
C^iinkii bir gun gelecek, sevgili, giizelligi sona erecegi icin, artik 
a^igina eziyet ve cefa edemeyecek duruma digecektir. Bu baglam 
icerisinde, beyti (daha serbest olarak) §u jekilde de nesre ^evirmek 
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miimkundiir: “Ey, cefasi ile gonliimun harabesinde a§k saraylan yap an 
cefa mimari! Bir an once if ini yap; fiinku korkarim, bir gun gelir, 
guzelligin sona ever de o zaman bu cefa ve eziyetiyapamaz olursun... ” 

5. (Ey sevgili; efsizligi ile herkesi kendine kul eden) yiiziin, guzellik 
iilkesinin sultamdir. Ka§larin o sultamn hacibi; (hifimli yan bakifimn 
kihci ileayiklarinm canlanm almakta mahir olan) goziin, onun celladi 
ve (yuzunu butunu ile gizleyen) simsiyah ziiluflerin de, o sultamn 
perdedandir. 

Avni bu beytinde, sevgilinin yiiziine ait guzellik unsurlarmi saray 
hayatimn degi§ik ozelliklerini biitun halinde temsil edecek §ekilde 
tasvir etmij ve biiyiik bir sultamn ibtiyamli duygulanni yansitmijtir. 
“ Hdcib ”, padi§ahin, huzifruna^rka^ak/ojaijlarla irtibatini saglamakla 
gorevli saray memurlari icin kull^mlan birtabirdir. Ayrica ka$lar icin 
de “hacib” tabiri kullanilirdi. Sdg/^aj “hacib4-yemin”; sol ka§ ise 
“hacib-i yesar”dir. ‘Fecde-ddE isc, padijahlarpvezirler ve valilerin 
resmi dairelerininHjtapi pefdesr yamnda duran hizmetciler itjin 
kullanilan bir tabifdir. Eskiden rasmf <dairelerip kapilannda perde 
oldugu ign bu ifadE-ertaya gkmjjtir^ ^ 

Ziiliifler de, yiizuj oerdeledfgi /jciA, guzellik padijahimn 
perdedarina benzetilmi$tfir. - 


•/; 


M 




6. §u zahide bakin; riya ve gosterif budalaligmi bir tiirlu 
birakamiyorl.. Allah’a fiikur ki, Avni'nin giizellige meyletme (ve 
guzellere bakma) hususunda utan$ duyacak bir durumu yok. 

Zahit, sofuluk ve dindarhk adina kendini biitiin giizellildere 
kapatmi§ ve giizellerle ilgilenmez olmuf tur. O, bu durumunu insanlara 
abartarak gostermekte, guzellere bakmayi haram saymakta, insanlari 
din adma a§ktan alikoymakta ve bu haliyle de gosterij budalaligina 
diiferek riyamn timsali olmaktadir. Avni’nin (agk) ise giizellikle 
ilgilenmekten ve guzellere bakmaktan utanacak bir durumu yoktur. 
Zira a§k ve guzellik, hayatin anlami ve yaratihgn gayesidir. 


1 Bkz. Mehmet Zeki Pakalin, Osmanlt Tarih Deyimleri ve Terimleri Sozliigu, 
“perdedar” md., c. II, s.771. 








Diivdn of Sultan Mehmed II with Commentary -57 | 42 7 


57 


1. O spring of beauty, your face adorned with roses and flowers! The 
sun of your cheek brings light to beauty’s day. 

2. Your beauty brings joy and peace to beauty’s great garden. Your 
great beauty brings rippling water to beauty’s fresh flowers. 

The word “beauty” (cental).^ ip, the phrase “beauty’s garden” 
( bdg-i cemdl) refers not to fnii anyTeatity but to absolute beauty. 
In this way, the meaning of thri first hemistich indicates that the 
beauty of the beloved - and; specifically, of the beloved’s face - is 
a mirror and a mant'festatiorj/ofyhe absolute, divine beauty. In the 
second hemistich,Though thg/co ldcafion nevflflhar literally means 
“spring”, it is actually used metonymically tfi. refer to the flowers 
and plants that growth spring, and / as/such is translated as “fresh 
flows” -y ' j* v 

3. Your sapling body is beauty’s tallest cypress. Your lovely height 
heightens the work of beauty. 

4. O architect of pain, make a ruin of my heart! I fear the beautiful 
art of ruin may someday be no more. 


The beloved’s unbearable beauty causes lovers to suffer greatly, 
and as a result, the beloved can be considered an architect of pain, 
bringing the house that is the lover’s heart to ruin (cf. #21/3, #33/2, 
#65/1, #69/1). This, however, is precisely what the lover desires. In 
fact, he is impatient for his heart to be so ruined, because the day 
will soon enough come when the beloved will no longer be beautiful 
enough to be able to torment the lover. 
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5. Your face is the sultan of beauty, your brow that sultans gatekeeper. 
Your eye is the executioner and your curls the guards by the door. 

In this couplet, Avni describes the elements of the beloved’s 
beautiful face in terms of various different elements of the palace, 
reflecting the grandeur of feeling of a great sultan. The “gatekeeper” 
(, hacib ) was a palace official who oversaw all those who were to be 
allowed into the sultan’s presence; the word hacib was also used to 
refer to the eyebrows, with the right eyebrow being the called hacib-i 
yemin (“the right gatekeeper”) and the left eyebrow hdcib-i yesar (“the 
left gatekeeper”). The “guards by the door” {perde-ddr ), on the other 
hand, were servants who woujd staiyd beside the curtained door in the 
official apartments of sultans, xiTieisyJcnfC governors. 1 In this couplet, 
the beloved’s curled sidelocks of haiy are likened to this guard in the 
service of the sultan, gf beauty tbdt i^ the beldved’s face (cf. #60/2). 
Both hacib and perd&dar , it sfjduhkbe^jrdted, have the literal meaning 
of “one who holds-or 1 draws thg'curtain/dr veil”.- .' 

6. Look at the zeitfat, he cayrit quit Ifis hypocr'isy in love. Praise be to 
God, Avni’s not one who's utshapiedgfbe/huty. 

In the name of piety, th</ zya|g itytdhiif) has closed himself off 
from all forms of beauty and no longer interests himself in beautiful 
people. Behaving in such an exaggerated and self-righteous way, 
considering the beautiful to be forbidden, and refusing love in the 
name of religion are all hallmarks of the hypocrite, of whose idiocy 
the zealot is the finest example. For Avni the lover, on the other 
hand, there is nothing shameful about being drawn to the beautiful 
or looking at beautiful people, as love and beauty are in fact the 
meaning of life and the purpose of creation. 


1 Mehmet Zeki Pakalin, Osmanh Tarih Deyimleri ve Terimleri Sozliigii, Vol. 
2, p. 771. 
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SS' 

1. Vefa gormedin oliirsem eger ben giil-'izarumdan 
Iri§e dem-be-dem buy-i vefa hak-i mezarumdan 

2. Eger bulbul gibi her ni^e feryad ii figan itsem 
Nasibiim har-i mihnetdur b^niim ol gul ‘izarumdan 


Tri <, 


rJ 


3. 


Piyade hak-i payina ni^e fdrzjuieler ruh jcor 
Bu haki pay-mal itmek umaram $eh-suvirumdan 

3 /// § 

Dola$dum zilfl yara iltemedum ba§a sevdasin 
Heman yiiz kayahgi hasil ojdi ruzgarutpjian 




/ V / 
/ / 




5. 


Kenarum diirr-i m^iksud'djef purdu'r ‘Kvniya ^un kim 
Goziim ya$i akar derya gibi" her dem kenarumdan 


1 (58). AE /18b. 
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58. §iiR 

1. Eger ben, o giil yanakh sevgilimden vefa gormeden olursem, 
mezanmin topragindan devamli olarak etrafa vefa kokusu yayihr. 

Sevgiliden gorecegi vefa ve bagliligin hasreti ile ya$ayan ayigin 
varligina i§leyen bu duygu, oliimii ile birlikte topraga kari§acak ve 
mezarimn iizerinde biten otlara ve ci^eklere gecerek buradan etrafa 


yayilacaktir. 


-l-J !/ 


t / 


2. Bulbulgibi ne kadar feryat figdn edersem ydeyim; sevgilimin giil 
yanagindan alacagmijnasip, dncan mihnef ve eziyet dikenidir. 

Bu gazelin birineji beytinirTilk4ntsrai “ giil-Hdarumdan” §eklinde 
bitmekte; ikinci bey tin ikina milsral da yazdij; bakimindan aym 
ifade ile sona ermektedir. fncfx., bir gazelitt arka arkaya gelen 
beyitlerinde aym anldmdaki /keliyne yd. kelime gruplarinin kafiye 
(redif) tekran §eklinde fer nvymkttn degildir. Kemal Edip 

Unsel, bu durumu “kafiye aksakhgi” olarak nitelendirmi§tir. 1 

Halbuki ilk misradaki “giil-izdr” tamlamasi birle§ik sifat olup, 
“giil yanakli” demektir ve bu, sevgilinin kendisini ijaret eder. Ikinci 
misradaki “giil 'izar” ise, sevgiliyi degil; sevgilinin giil renkli ve kokulu 
yanagini anlatir. Dolayisiyla, her iki beyitte de ayri anlamlarda ve 
fonksiyonlarda kullanilan bu kelimelerin, arka arkaya gelen beyitlerde 
kafiye (redif) unsuru olarak yer aldigim soylemek, ge^egin ifadesidir. 
Beyitte, sevgilinin giil yanagindan a$igin alacagi nasibin mihnet ve 
eziyet dikeni oldugu ifade edilmektedir. Bu “ diken ” ile kastedilen ise, 
yanagin hemen kenannda bulunup, a§igin sinesini param parca eden, 
sevgilinin hijimli yan baki§i yani gamzesidir. 


1 Bkz. Kemal Edip Unsel, age., s.65, 4. dipnot. 
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3. Nicegiiglii, kuvvetli ve akilli insanlar, aciz bir halde (o sevgilinin) 
ayagimn topragina yiiz siiriiyorlar... O (gam ve eziyet meydammn) 
usta binicisinden, (a§kmm yolunda) toprak olan ben zavalliyi da 
ayaklarmm altma almastm umuyorum. 

Beyitte iham (tevriye) yolu ile, iki anlama gelecek §ekilde 
kullamlan “piyade”, “ferzane” (vezir) ve “nth" (kale) ve “§eh" (§ah) 
kelimeleri aym zamanda satranc oyunundaki taylarin adlandir. 

4. O sevgilinin (uzun ve siyah) ziiliiflerine dola^tim da, a$kmi ve 
sevdasim bir tiirlii sona erdiremedim. Biitiin omrumce elde ettigim §ey, 
sadece bu yiiz karaligi oldu. 

~ ^ \y - 1 

A$ik, omriince sevgilinin kata4evd^tndan kurtulamadigim; bu 
sebeple dillere dujtiigunii; bunpn da kendisi icin bir yiiz karaligi 
oldugunu soyliiyor. “ Ziiliif^ “stpda^ (kara ^sevda), “yiiz karaligi ’ 
ibareleri hep siyahligl cagri^tu^riakpadif/Beyi ttkgecen “ba§a iltemek•” 
ibaresi de, “(bir §eyii) sona t^irrpek, J^mamlarijak” anlaminda bir 
deyimdir. 

V. / )/ ^ 

5. Gozya$lanm, her'a |j uluprmyklaygi^i yanagimin iki yamndan 
aktigi igin, kucagim arzii/fe enpel i 'p cm jle,d&pdvludur. 

Bey tin ilk misrainda gecen ‘ Heenar”, irmagin kiyisi anlaminda 
olup, gozyaflarimn aktigi iki yanagi anlatmakta; ikinci misradaki 
“ kenar ” {kinar) ise “kucak, kucaklama” anlamina gelmektedir. 
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1. If I die without seeing faith from my rose-cheeked love, Let the 
scent of faith spread forever from the dust of my grave. 

The lover’s longing for faithfulness from the beloved has so 
deeply penetrated into his soul that, upon his death, this longing 
will mingle with the earth and seep, into growing plants and flowers, 
from where it will spread all arxuimC/ y 

S' :s f > 

2. Though I wail and cry like 'tfe/nightingale/ those rose cheeks will 
grant me nothing butjthe torrfienrof afhoyn. 

Both the first -hpmistich^f djhe4h?t couplet and the second 
hemistich of this, 4}e second! cdijpletj end wiyh the construction 
gul.-izarumdan (litotally, “from jny yose-cheSked one”). However, 
poetic convention did not ajfow/for /wf consecutive couplets to 
contain such a repeated phrg^rys Kemal Edip Unsel has 

described such a fault as “faulty rhyme” ( kafiye aksakligi )i 

Nonetheless, in the first hemistich the phrase giil-'izar is a 
nominal compound adjective meaning “rose-cheeked (one)”, and 
refers directly to the beloved. The second couplet’s gill ‘izdr, on 
the other hand, does not refer to the beloved directly, but rather 
to the beloved’s rose-colored and rose-scented cheeks. As a result, 
these seemingly identical words are in fact being used with different 
meanings and different functions in the two couplets, and so can 
each be said to constitute a separate repeated rhyme phrase. The 
couplet states that the only thing that will be allotted to the lover 
from the beloved’s rose cheeks is the torment of a thorn, with the 

1 Kemal Edip Unsel, op. cit., p. 65 (footnote 4). 
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thorn referring to the beloved’s angry glance that wounds the lover’s 
heart. 

3 . Many wise viziers are footmen rubbing their cheek in the dust at 
the beloved’s foot. I, too, hope to be trod in the dust by that royal rider. 

Several of the words in this couplet contain examples of ambiguous 
double meaning ( iham , tevriye). The words in question all create a 
potential subtext relating to chess pieces, and are as follows: piyade, 
which can mean both “on foot” and “pawn”; ferzane, which can mean 
both “wise person” and “queen” (the chess piece typically termed 
“vizier” in the Middle East); ruh, which can mean both “cheek” and 
“rook”; and §eh, which can medhJpofhTshah” and the chess piece 
called “king” and is here trdhslate^l by fnedhs of the adjective “royal”. 

, A 

4. Though I roamed longjtn my love’s locks, my passion never came 
to fruition. From adfhis longfpflme/'hafleno thing to show but disgrace. 

The lover statesMiat he ha^never been ableTto free himself from 
his hopeless love for^jthe beloved, and that as ajresult he has become 
a victim of gossip and |)cenydis^pacejk' (pile words “locks” (ziilfi, 
“passion” ( sevda ; lit. “Maffk pile”), and “dLsgrace” (yiiz karaligv, lit. 
“blackness of face”) are all associatecTwith the color black. The verbal 
phrase ba§a iltemek - literally meaning “to stack atop the head” or “to 
get one’s head around something” and here translated as “to come to 
fruition” - is an idiom that means “to complete, conclude”. 

5. Avni’s lap has fdled with pearls of desire, as down my cheeks 
forever flows a river of tears. 

The word kenar - literally meaning “border”, “edge”, or “isolated 
spot” - is used in both hemisdchs of this couplet. In the first 
hemistich, it is used to mean “lap”, while in the second it refers 
to the banks of a river and, by extension in context, to the lover’s 
cheeks. 
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59 ' 

1. §ahid-i giil bagda £iin geydi gill-gun pirehen 
Tiigmeler takindi ana zinet i<;un goncadan 

2. Ger<;i kim agiz bir itdi guller ile goncalar 
Ol $eker-leb soze gelse gnlar^ degmez siihan 

r'" 'Vil-i" / i> 


fJ 


3. 


Salmi seyr-i giilistan eyleseri yiiz naz ile / 
§ahlarda salim kalur goricek yasemen 




Goricek giiller-yoluna dokildp skpldugm j 
Varini ol dem-pisar itdi onjinde nestetcp 




r. 


5. 


/ / / (, 

Ta ki ol gul-ruh gdupL.sfejpWi^uljstirkeyleye 
‘Avniya dayim ter olsun e§lc-i $e$munle ^emen 
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59. §iiR 

1. Giil mahbubu bagda gill renkli bir elbise giydiginde, ona, siis 
olsun diye, goncalardan dugmeler takindi. 

“Diigme”, tomurcuk anlamindadir. §air, giil cicegini ba$tanba$a 
gixl renkli elbise giymi§ bir giizele; giil gigeginin govdesi ve dallan 
iizerinde bulunan heniiz acilmarr|i§ tomurcuklan (gonca) ise bu 
elbisenin iizerindeki dugmelejeJjeftzgti^er. 

2. Giillerle goncalar agiz agizq y/rip fisildayyorlar. Ancak, o yeker 
dudakh sevgiLi dile gejip kondsmdya l/aylasa, onlara artik soz soylemek 
diiymez. 

Giil ve gonca, Idasik §iirinnzd|s kiidiik ve gtizd agiz ile giil renkli 
dudagin benzetileriklir. BuyadaJ $air, sevgifinin §eker tadindaki 
dudaklarinin giizellikte, pnaz ye ijvedy^giiller ve goncalari golgede 
biraktigim soyliiyor. ^ 7) y \ r v^ ^ 

3. (Ey sevgiLi); salina sahnayiiz(bin) naz ilegiil bahgesini dolaymaya 
yiksan; yasemin fifegi seni gordiigiinde (sarmayik) dallannda terk 
edilmi§ ve bayiboy birakilmiy halde dylece kalakahr. 

4. (Ey seigili); gullerin, yoluna sayhp dokuldugiinu goriince, 
nesteren fifegi de varini yogunu senin oniinde dagitti. 

Avni padijahlarin ve yiiksek riitbeli kijilerin yollanna altin, 
giimii§, inci ve miicevher sagilmasi (saci) adetine telmihte bulunuyor. 
Bilindigi gibi; kirmizi ve sari yapraklari ile giil, klasik edebiyatimizda 
altin paraya (filori) benzetilmi§; yasemin ve nesteren gibi beyaz 
yaprakli cicekler de giimii§ paraya (akge) tejbih edilmi§tir. Yaban 
giilii yahut agustos giilii de denilen “nesteren”, yapraklari cokca 
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dokiilen beya z, katmerli ve kiiciik cicekli bir yabani giil tiiriidiir. 


5. Ey Avni; gimenlik, senin gdzyaglarmla daima islak olsun... 
Bakarsin, o gulyanakli sevgili gelir de giil bahgesini dolagir. 

Beyitte onemli fahsiyetlerin gelip gectikleri yollarin, toz 
kaikmasin diye, islak tutulmasi uygulamasina telmih vardir. Ayrica, 
fair, “ter" kelimesinin taze ve yefil anlamlari ile de iham-i tenasiip 
yapmaktadir. 
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1. When that rose beauty donned a rose-hued shirt in the garden, 
that shirt was bedecked with rosebud buttons. 

The word diigme (“button”) can also mean “the bud of a plant”. 
In this couplet, the poet likens the rose to a beautiful person dressed 
from head to toe in a rose-colored outfit, with the buttons on this 
outfit being likened to the Stilbujvoj^ened rosebuds found on the 
rosebush. / ^ CC‘ 

2. The roses and roseb udsyjhTsjdrr, jnouth by-mouth, to each other, 
yet if that sweet-lipped love begynsAo/Specf, whaidmore can they say? 

In classical Ottoman poetry, the ro^and rosebud were typically 
likened to a small ^rid beautiful mouth, as well as to rose-colored 
lips. Here, the poetl&ys thajr the sweetness of-the beloved’s lips far 
surpasses the rose andTopebud^in^rm/cd'heauty and coyness. 

3. If you come to stroll swayrkg through the garden, putting on all 
your airs, the jasmine will stare dumbfounded from its tangled creepers. 

4. Seeing the roses scattered and strewn across your path, the dog rose 
too casts all it has out before you. 

Here, Avni makes an allusion to the custom whereby sultans 
and other high-ranking figures would strew gold, silver, pearls, and 
jewels out on their path. In classical Ottoman poetry, the rose, with 
its red and yellow petals, was often likened to a gold coin or “florin” 
fdori ), while jasmine and the dog rose, with their white petals, were 
compared to a silver coin or ak$e. The dog rose inestereri) is a type 
of double-flowered wild rose with small white flowers whose petals 
are shed in abundance. 
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5. So let that rose-cheeked beauty come and stroll the garden, Avni, 
and let the lawn be always freshly damp with the tears from your eyes. 

In this couplet, there is an allusion to the custom of sprinkling 
water on paths to be taken by important personages, so that dirt 
and dust would not be raised by their passage. With the word ter 
- here translated as “freshly damp” - the poet uses the rhetorical 
device called ihdm-i tend sub, in which the reader is left in doubt as 
to which of the possible meanings of a word is intended; here, the 
word’s meanings as “damp, wet” and “fresh, green” are the meanings 
being put into play. 
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£ 0 ' 

1. Pur oldi hayl-i hiisniin ile yine bu cihan 
Hiisniin $ehine kurdi sa^un mii$k saye-ban 

2. Hiisniin ki mesken eyledi haddiin seririni 
Sundi ka$uii revan anajniskyi iki keman 

s' 

3. Hecriin eli yakami elinderkkamaz ne tap 
Piir-hun olursaiier gige damarr-i asman 

5 //'/ 3 

4. Ey Yusuf-i zernyne nice'can halts idem ~~j 
Gamzen ki kat^Uime takinijr Iti^ile sint% 






5. Bir zerre mihr gormediiipj cfl Mihdan veil 
E ? kiim share eylediim ahufm kehkejan 


6. Diirr-i visal-i dilbere irmek iimidine 
Goziim ya$i olursa n’ola bahr-i bi-keran 

7. Gam-hanene getiirimeyesiin o dilberi 
‘Avni ne denlii eyler isen hiikmiini revan 


1 (60). AE /19a. 
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ile de iham-i tenasiip yaparak jiirine espri katmaktadir. Sevgilinin, 
ortasinda simsiyah (mislun) goz bebeklerinin bulundugu; beyazinm 
da kan rengine burunmiiy naz sarhoju gozlerinin klasik jiirimizde 
igine misk katilmi§ §arap kadehine benzetildigini dii$iiniirsek, bu 
beyitte gergekle§tirilen estetik ihtijamin daha iyi farkina varabiliriz. 

3■ (Ey sevgili); ayriligmin eli benimyakami bir tiirlu birakmiyor... 
(Bu durumda) her gece(nin $afagmda) gokyuzunun etegi kanla dolarsa 
buna §a§mamahdir. 

§air burada, yakasim ayriligin zalim eline kaptirmi§ a§igin 
dilinden konujmaktadir. A§ik, sevgiliden ayriligin acisi ile sabaha 
kadar aglayip inlemiy karri 1 gozfajtar/dp ke re k gokyuzunun etegini 
kanla doldurmu§tur. §air "Avni ^ecenfn biuminden sonra gunejin 
dogmasina yakin ufkun kizilla$m^mi gokyiydinun eteginin a§igin 
doktiigii kanli gozyajlari ily k^nta (dohnasi jfiklindeki hayali bir 
sebebe baglayarak htlsniitalikyapiyon^/ - 


4. Ey, (guzelliktey zamamn jvfsuf'u (olanfsevgilim); edah yan 

baki§m benim katlim'igm kdi$ ve rmzrajk takmmi§ dururken, cammi 
rtasil kurtambilirim ki!—/ ^ y 

Burada, Yusuf peygamberini kendisini kiskanan kardejleri 
tarafindan once olduriilmek istenip daha sonra kuyuya atilmasi ve 
bir kervan tarafindan kuyudan kurtanlmasi hadisesine telmih vardir. 

5. Gdzya$LanmiyiIdizlargibi akittigim, ahimm ate§li dumamm da 
samanyolu gibigdkyuzuneyukselttigim h&Lde, o ayyuzlu (giizel)den bir 
zerre olsun sevgi ve §efkat gormedim. 

Beyitte “ mihr ” (sevgi, merhamet, giine$), “ mdh ” (ay), “ sitare ” 
(yildiz) ve “ kehke^dn ” (samanyolu) sozciikleri hep gokyiizii ile alakali 
isimlerdir ve tenasiip gergevesi igerisinde yer almijlardir. 


6. O sevgilinin vuslati incisine ermek arzusu He gozlerimden akan 
ya§Lar, u$suz bucaksiz bir denize donse, bundan daha tabii ne vardir? 
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§air, incilerin ulu irmaklar ve engin denizlerde ya$ayan bir cins 
iri istiridyenin icerisinden 90 k biiyiik zorluklarla ve vurgun yemek 
gibi hayati tehlikeler goze alinarak cikarildigi gercegine telmihte 
bulunuyor. Avni, bu temsil ile sevgilinin vuslatina ermek icin 
binbir tiirlii eziyetlere katlanmak, 90 k gozya$i dokmek gerektigini 
anlatmak istiyor. 

7. Ey Avni; (bir padi§ah olarak) hukmunu ne denli yurutursen 
yurut, 0 sevgiliyi gam sarayma getiremezsin. 

C^unkii Avni, nihayetinde, Istanbul’un fakirligi, rintligi ve gam- 
dideligi §iar edinmi§ padijahi; o sevgili ise giizellik ulkesinin kalplere 
hiikmeden, a$iklari ken dine kill \yAej ydinen gi^lii hiikumdaridir. 
(Bu §airane mukayesenin bir ba^^a orriegidle ilgili olarak 14.§iirin 5. 
beytinin izahina bakilabilir). 




/ 


/ 7 / 


lAl 


7b 


/ / //; 


/ 
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1. The hordes of your beauty have enveloped this world again. Your 
dark hair’s musk has canopied your beauty’s sidtan. 

The beloved is here likened to a grand and powerful army that 
has captured the land of the lover’s heart through beauty, while the 
beloved’s face is compared to a sijltan of sun-like brightness. The 
beloved’s long, dark hairrcbvejinlg -t be/face is thus likened to a black 


canopy or tent beneath which tljat suit amis shaded. 

A 

2. Your beauty u>jps seated upon tide drone of your cheeks as your 
brows at once ojfer&Lwp two <mps of musky wine._ 

This couplet isyreplete with references of/ 3 ' royal nature. The 
concept of beauty fe-here figurep. as 3 magnificent sultan, and the 
beloved’s bright cheeks - spapgle^kwiyK" die “jewels” of peach fuzz 
and freckles - are likene<ato_ylre ) rpd Sa^tn-covered throne on which 
the sultan sits. To this sultan seated on this throne, the “gatekeeper” 
of the beloved’s eyebrows have offered two cups of wine to which 
musk has been added. (For the comparison of the eyebrows to 
gatekeepers, v. #57/5.) 

The words revan, miskin, and keman are used with double 
meanings ( tevriye ). The word revan is here translated as “at once”, 
supplying the primary meaning of the word as “immediately, 
without delay”; but one secondary meaning of revan as “drink, wine” 
is also implied. The word miskin (“musky”), has a primary meaning 
of “of the color of musk, jet black”, but also means “smelling of 
musk” or “something to which musk has been added”. The word 
keman is here translated as “cups”, relying on the word’s secondary 
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meaning as ‘cup from which wine is drunk”; but the word’s primary 
meaning is “bow” (as in “bow and arrow”), which word is also 
used to refer to the beloved’s eyebrows. In the couplet, the poet is 
making direct use of each of those words’ secondary meanings, but 
is also building witticisms on their primary meanings by means of 
the rhetorical device of iham-i tenasiib, leaving the reader in some 
doubt as to which of the words’ meanings is actually intended. If we 
consider the fact that the beloved’s coyly glancing eyes, with their 
jet black ( miskin) pupils in the center and their bloodshot whites, 
were typically likened in classical Ottoman poetry to wine to which 
musk has been added, we can reach a clearer understanding of the 
aesthetics at work in this"couplet. ~~f U 

^ i/ i_i 

3■ Separation from you is a harid/that will not let go my collar, so is 
it strange if the skirtofthe nifht shy sffonfills witf blood? 

Here, the poetdsj speakihg^of^tih JIqv 
grips of a love so irrtgnse that it is 
perpetually grabbing-the coljar p 


the hover’s heart, which is in the 
as if "the crueHjknd of separation is 
thp lover’s shirt. The lover, in the 
pain of separation frdin [his ployed, Jriaywept and wailed through 
the night and on to thcddawhyymd flj^bldody tears he has spilled 
have covered the sky’s “skirt” - that is, the horizon - with blood. 
Thus, Avm is here using the rhetorical device known as hiisn-i ta'lil 
or poetic etiology, ascribing the reddening of the horizon that occurs 
at the end of night just before the sun rises to the imagined cause of 
the lover’s bloody tears filling the horizon with blood. 

4. O you modern-day Joseph! how can I save my soul with your 
sidelong glance readying sword and spear to kill me? 

This couplet is an allusion to the story of Joseph’s brothers 
plotting to kill him out of jealousy; rather than killing him, however, 
they threw him into a well, from which he was later rescued by a 
passing caravan, subsequently being sold into slavery. 
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5. From that moon-faced beauty shone not one kind sun, yet of my 
tears I made stars, and of the smoke of my sighs, the Milky Way. 

This couplet contains four words - “sun” ( mihr , which also 
means “mercy” or “benevolence”), “moon” ( mah ), “star” ( sitdre ), and 
“Milky Way” (kehkefn) - related to the heavens, and thus constitute 
an example of the rhetorical device known as tenasub (“congruity”), 
in which a number of elements within a verse all harmonize with 
one another in terms of having similar associations. 


6. In desire to reach the pearl of union with that heart-stealer, is it 
strange that my tears pour till they’re a boundless seal 

This couplet alludes -to the- mmoVaiyof pearls from large oyster 
beds found on the sea floor ^nd on the bed of large rivers, a 
removal effected only with^gre^t^hfficulty^rd accompanied by 
such potentially lifey^hreatemp-g-d^ngej^ as decompression sickness. 
Using this as representative, / Ayn| explains hoyyin order to achieve 
union with the beloved, it is necessary to endure countless torments 
and spill unnumbertxftears./ / / ' J 

, / / / A 

7. Avni, however manyedicts andprdeps yjdu may issue, you will fail 
to bring that heart-stealer to thehm/se of pain. 


Avni, in the end, has become a sultan who characterizes himself 
as a dervish, as a drunkard, as one who suffers; while the beloved is 
the ruler of the land of beauty, the powerful ruler who commands 
hearts and enslaves lovers. (For another example of a similar poetic 
comparison, v. #\4/5.) 
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bf 

1. Baglamaz firdevse gonlini Kalatayi goren 
Servi anmaz anda ol serv-i dil-arayi goren 


2. Bir Firengi jivelii ‘Isayi gordiim anda kim 
Lebleri dirisidur dir idij Isay^oren 

3. ‘Akl ii fehmin din ii imanifi nice zabt e^lesiin 
Kafir olur hey-muselnjanlar o rersayi goren 

=; / y'/ | 

4. Kevseri anma^pl i^dugfmWd riabi i^en ^ 
Mescide varmaz-o vardugi lulisayi eorcn-i 


Mescide varmpo vardugi lulisayi gorc% 

Or y ' Ox, 

5. Bir Firengi kafir oldugi/^jliifdi'^vniya 
Bel tin ii boynunda ziinnar u ^elipayi goren 
















Dtwdn of Sultan Mehmed II with Commentary -61 | 447 


6i.§iiR 

1. (Iginde dolagan huri gibi guzellerle) Galata’yi taniyan kifi, 
Firdaws cennetine gonul baglamaz... Hele, orada o goniil siisleyen 
servi (boylu sevgili)yi goren insan, artik bir daha (cennette biten) servi 
agacimn adini bile anmaz. 

2. Orada (Galata’da) Frenk^ivelibir^ Hristiyan (guzeline) rastladim 
ki; (kiyamette) Hz. Isa’yi gefieeeP akmiafi' Ufi Peygamber'in ancak bu 


sevi 


gilinin dudaklari ile (yeniden)/hayat bulmug bir insan olabileceg 


rim 


dugunmek zorunda kafirlar. / 

§airin Galata’da ! rastladigk tydniyfwcW sevgili, bir Hristiyan 
giizelidir. Bu oyle'eclali, nazlj/kdfir iy^eli bir jyjzeldir ki; nefesi ile 
oliileri dirilten, hastalara bir dokutjiuju ile §ifajveren, ruhundan ruh 
tifleyerek cansiz cisimt^re cafiveren, IsTPeygamber’e benzemektedir. 
Ancak sevgiliyi gorenlcr/ve onun r tatl^ §iyesi ile soyledigi sozleri 
i§itenler e§siz giizelligi ve edasrfti drayran olarak, Isa Peygamber’in 
ancak bu sevgilinin dudaklari ile hayat bulmuj bir insan olabilecegini 
diijiinmek zorunda kalirlar. Burada miibalaga ve hiisniitalil 
sanatlarmm giizel bir ornegi sergilenmektedir. 


3. Hey musliimanlar! O Hristiyan dilberini (bu guzellik igerisinde) 
gorenler akillarim, §uurlarim, din ve imanlanm nasil korusunlar? 
Onu goren insamn (neredeyse) kafir olacagi geliyor! 

4. (O Hristiyan guzelinin) igtigi saf§arabi igenler, Kevser garabim 
artik hatirlarma bilegetirmezler; onungittigi kiliseyi gorenler, bir daha 
mescide ayaklanm basmazlar. 

5- Ey Avni; beline kugandigin zunnan ve boynuna astigin hagi 
gorenler, senin de bir Frenk kafiri oldugunu zannederdi. 
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Ba§tan sona kadar Hristiyanlik ile ilgili unsurlan kullanan 
bu yek-ahenk gazel ilk baki§ta islami inan^ sistemine aykiri gibi 
gelecek hususlarla doludur. Gazelin ilk dort beytinde, bahsi ge^en 
bir Hristiyan giizeli vesilesi ile adeta Hristiyan degerlerini Islami 
degerlerden iistiin tutuyormuj gibi bir soylem i 9 erisine giren 
Avni, bu son beyitte hatta kendisini, (boynunda ha^ ve belinde 
Hristiyanlik alameti olan ziinnar ile) neredeyse bir Hristiyan gibi 
gosterecek ifadeler kullanmaktadir. Ancak, 90 k kuwetli bir tasawuf 
ve tekke kulturiiniin etkisinde fiir soyledigi anla§ilan Avni’nin bu 
gazelde de tasawufun klasik §iirimize kazandirdigi mecazlari yogun 
bir §ekilde kullandigim soylemek gprckmektedir. 

/ fV 

Hristiyanlarin, dini bit Aimge olarak bellerine bagladiklari 
“ ziinnar ”in tasawufta; 1) sevgiliyeHTanri’ya vyyahut jeyhe) hizmet 
ve itaat etmeye azim/ve kastfetmek, hizmet kujagini kujanmak, 2 ) 
diinyaya goniil verrpek ve/jf Ipdnljk; bcncillik; “ gelipa ’ (put)un 
ise; 1) nefs, nefs-i emmare, 2) / Vahdet/(f)irlik h|dj) ve 3) sevgili, yar, 


ma§uk ve matlup; Fkjifir ”in de; Itefrika (ayrilma ve bozuyma hali) 
aleminde bulunan, nt^ami^^riKa,ofaiy(kiji) anlamlarina geldigini 
dii$iinecek olursak\ bir 9 ^ mufasavyifja^ gibi biiyiik sultan ve iman 
adami Fatih Sultan Mehmedin deco§kun tasawufi duygularim bu 
kapali ve insam $a§irtan ifadeler vasitasi ile ve list bir dille terenniim 
ettigini kabul etmek durumunda kaliriz. 


1 Bkz. Suleyman Uludag, age., ilgili maddeler. 
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This ghazal is what is known as a “single-harmony” (yek-ahenk ) 
ghazal, in which all of the couplets treat the same theme. In this 
case, the poem uses elements related to Christianity from beginning 
to end, and in fact, might at a glance seem to be quite contrary to 
the Islamic system of belief. Through the first four couplets, Avnfs 
discursive strategy, by means of the vehicle of the Christian beauty, 
appears to hold Christian values in higher regard than Muslim 
values, and in the final couplet he even uses expressions and images 
such as the cross and the cincture unique to Christians to effectively 
show himself as a Christian. It must be noted, however, that in this 
poem, Avni - whose work was composed within the powerful sphere 
of influence of Sufi culttire and-thCchl£*ire of the dervish lodges or 
tekke s - is making heavy use ofifigurative expressions introduced 
into classical Ottoman poetry by^8ufjsm. < 

In the Sufi conceptual ffstepf, cincture ( ziinnar ) or rope 
belt worn by Christians as d rdlfgicwfs symbpjf has a number of 
significations: (1) purposing and determining to serve and obey the 
beloved (that is, God^br thb^Sjifi ^layjb'i), girding oneself with the 
belt of service; (2) falling/m lpye with dip ^nrld; and (3) the self or 
selfishness. As for the cross (cetipu)^ it can mean: (1) the appetitive 
soul ( nefs ) or “inciting” soul ( nefs-i emmare) that goads human beings 
toward evil; (2) unity ( vahdet)-, and (3) the beloved, the desired one. 
As for the word “infidel” (kafir), it refers to a person present in this 
world of discord, or to one whose spiritual station is the station of 
discord. If all of these meanings are kept in mind, it becomes clear 
that, like many more explicitly Sufi poets, Sultan Mehmed II is in 
this ghazal hardly blaspheming, but rather giving eloquent voice to 
powerful emotions of a rather Sufic cast. 
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1. Kime yar olam cihan i^inde yarum var iken 
Kime kul olam o $ah-i tac-darum var iken 

2. Har u has ne$v ii nema bulur behar erince ah 
Ben hazan-i hecre dii$djim nev-Jbeharum var iken 

y 

s' ±/ 

3. Bulbul ii giil i$i naz ile niy|zglia beniiny 
Hasilum dag-rcefaduf/lale^zarum var iken 

g 7 y '/ S 

4. Intisabum hizfpetiim b^ra&Hiet'dldi ‘akiEet 


Har ii zar oldum ‘aziz u kajnl-karum vayiken 

5. Le$ker-i gam $ah-i ^ka/fy^6 JiGistin dest-res 
‘Avniya meyhane gibi bir hisarum var iken 


1 (62). AE /20a. 
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62. §iiR 


1. O sevgilim var iken ben bu dunya igerisinde kime dost olayim?.. 
O, baginda (guzellik ulkesinin) saltanat tacini tagiyan sultamm var 
iken, ben (bagka) kimin kuLu olayim? 

2. Ilkbahargelince ger gop bile yepllenip boy atiyor... Eyvahlar olsun 
ki, ilkbahar (gibi diriltici ve cgjta capjeg.tici bir sevgilim) var iken, ben 
aynligin sonbahanna diiptumE 


r >- 

-- -t-J r/ 


t- > 


./ 


3■ Giiliin ip naz; biilbiilun ip ise niyaz (yap<arma yakarma)dir... 
Ancak, gelin gorurCk); benirhi late bcthgeyi (gibidyir sevgilim) oldugu 
halde, elde ettigim py, cefa ve/eziyEt ya/asindan bagka bir gey degildir. 

Metinde gecen pipag (yardf il; I Utte-z&r” ara^indaki ilifki, klasik 
edebiyatimizda lalefiki ta<j yapra^larinjn dip tabafinda bulunan siyah 
lekenin daga, yani yardy^ benyetiljyor^rpdsindan ileri gelmektedir. 

4. Biitiin baghhklarim be ^hiznteflerim, sonunda kabul gormez 
oldu. Benim yiice ve kudretli bir padigahim (sevgilim) oldugu halde, 
agagilanmig ve zavalh bir gekilde ayaklar altinda kaldim. 


5. EyAvni; ben meyhanegibi (muhkem) bir kaleye siginmigken; gam 
ordusunun askeri, (gonlumun tahtinda oturmakta olan) agkpadigahim 
nasil maglup edebilir ki? 
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1. With such a beloved, who in this world can I call a friend? With 
such a well-crowned sultan, to whom else could I be slave? 

2. When spring comes even woodchips and trash bloom and spring 
into life, but alas, even with a love as fresh as spring, I am deep in the 

autumn of separation. ^ i 

c _T ~sCj w 

3- The rose is there to flirt, the niginingale to implore — but me? 
Even with a love like a tulip gard/ry, nothing bloo/msfor me but torture’s 
wounds. Z'i /\ / / ✓ 


/ / / / ' 


In classical Ottoman poefry, the relationshiphe tween “wounds” 
(dag) and a “tulip garden” (Idfe-z&l) results frqjrj' the likeness struck 


between the black spot founcj. at yhe tjp of a tulip petal and a wound 
marked in flesh. '' t / / / / 

4. All my connections andallSr flavors came to nothing in the end. 
Even with a love so dear and serene, still I am wretched and vile. 

5- Avni, how can pain’s army ever overcome love’s sultan when my 
fortress is no more than a tavern? 
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63 ' 


1. Hak-i pay-i yardur bu gozleriim piir-nur iden 

Cevr-i dilberdiir dem-a-dem hatirum mesrur iden 


2. Navek-i dil-duzdur can miilkin abad eyleyen 
Hanqer-i dildardur diljjinesjh ma'mur iden 

s’ -i/ Fj 

3. Giin gibi hiisniin seni alerndg mejhur eyledi 
Beni ‘ljkundutjrihan i^inde hem me$KuFiden 

=j 77'/ 3 

4. Ziilf-i jeb-rengpn firakrdui perr^an-hal Sup 
Gozleriime altyaiun rujenljgi n^deycur iden 

C-> X / /(G 

5. Gozii ya^iyla yazar3udh yefijirderh-he-dem 
‘Avniya e$ aruni levh-i dile mestur iden 


1 (63). AE /20a. 
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63. §iiR 

1. Gozlerime i$ik veren bu §ey, sevgilinin ayaginin topragidir. 
Gonlumu siirekli olarak ne$e ve sevinple dolduran da, sevgilinin (bitmek 
tiikenmek bilmeyen) eziyetleridir. 

Sevgilinin ayaginin tozu, goziin gorme kabiliyetini artirdigina 
inanilan siirmeye benzetilmektedir. A§ik siirekli olarak aglayip 
sevgilinin engine yiiz shrdiigii fgijYlyu.mubarek toprak kutsal bir 
siirme gibi a§igin gozlerinirl i§igim arttfrrtaktadir. 

2. Cammin toprOjgina hyiyat/vergn, (o sfvgilinin) goniil delici 

(gamze) oklan; gonlmniin hanyiiriyfntirynir ederrde, onun (hipimli yan 
bakifinm) hanperidtk / ( / ~~~ ! 

Bu beyitte iki sjfah degiyik bzellikleri ile'Ver almaktadir. Ilki, 
ucunda su verilmij ge^kteiHtemrenkile, ok; ikincisi ise bir hanger 
veya kiln;... Ilk misradaj^evgilinif^ gamZesj^hijimli, nazli ve iyveli 
yan baki§i), a$igin yiireginr yaraladigi ve sinesine saplandigi igin, 
oka benzetilmijtir. Yalniz, bu okun ucunda bulunan ve su verilmij 
gelikten yapilmi? olan temren, suyu gagrijtirmakta ve a§igin a$k ateji 
ile yanmij cigerinin yanginim sondiirmektedir. Bu ok iilke topragina 
benzetilen a$igin gonliinii sulamakta ve o topragi abad etmektedir... 
Sevgilinin bu yaralayici ve kesici yan bakiji ikinci misrada ise 
kilica veya hangere benzetilmijtir. A§ik bu sefer, sevgilisinin gamze 
kilicmi(n hayalini) goniil evinin duvarina kilic veya hanger resmi 
asar gibi asmijtir. Bundan gayesi de bu kilig veya hanger (resminin) 
goniil evini mamur etmesi ve harap olmaktan korumasidir. Bu, 
aslinda yakin zamana kadar bilinen ve halen de tesadiif ettigimiz 
bir adete ijaret etmektedir. Eski kahvelerde, kiraathanelerde, 
diikkanlarda ve evlerde duvarlarm iizerine, iginde tilsimh dualarin 
bulundugu Ziilfikar resimleri asihrdi. Hz. Ali’nin gatal dilli kutsal 
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kilici Ziilfikar resimlerinin, bu yapilari yangin ve zelzele gibi tabii 
afetlerden koruduguna ve omiirlii kildigina inanilirdi. 16. yiizyilin 
onemli jairi Zati bir beytinde bu adete §oyle telmihte bulunuyor: 

Ustine yazdum anun “la seyfe ilia Ziilfikar” 

§ekl-i gamzen dar-i dilde eylediim peyda All 

Ey Ali, senin gamzenin §eklini gonliimun evine astim ve onun 
uzerine de “Zulfikar'dan bafa kihf yoktur" hadisini yazdim. 

Avni bir taraftan, (divan jiirinin genel diijiince sistemi ^erisinde 
kalarak) sevgilinin hijimli, nazli ve umursamaz yan bakijinin 
gonltinii nasil memnun ve ntesrurletpgini soylemekte; bir taraftan 
da, beytin realite boyutunda, kiiltiir tarmifnizi ilgilendiren ilginc bir 
adetin (15- yiizyildan beri) varli^imian da bizi^fiaberdar etmektedir. 

3. (Ey sevgili); gufelligin, smi ijpmd.y/gu n e§ gib i me fur etti... Beni 
bu cihanda riisva e'dfip dillere dupiren isyenin ajrkindir. 

Birinci misrai “Eiiine§ gibi (e}s : z ve parlak) giizelligin, seni alemde 
me fur etti." §eklinckfde anlamak rniirnkunduf 

4. (Ey sevgili); bentpfrpap. - cyleyipjwzkfimin nurunu karartan, 
senin gece (gibi simsiyah) renkh sa fAnndan ayn kah§m acisidir. 

5. Ey Avni; senin bu frlerini goniillerinin levhasina nak^edenler, 
kirmizi murekkeple yazdmasi gereken yerleri daima (kanli) gdzya§lari 
ile yazarlar. 

Beyitte (kanli) “ gozyaf ’, “siirhf (kirmizilik), “ dem-be-dem ” 
(vakit vakit, daima, her zaman; kan) ibareleri hep kirmizi rengi 
cagri§tirmakta ve bu durum tenasiip olujturmaktadir. Eskiden 
kitaplarm boliim ve fasil ba$liklari ya da onemli goriilen kisimlan 
siirh ile yani kirmizi murekkeple yazilirdi. §air bu kisimlar i^in 
siirhi yerleri ” tammlamasi kullamyor... Avni a$k acisi ile kaleme aldigi 
jiirlerini a§iklarin goniil sayfalarina kanli gozya^larimn miirekkebi 
ile nakjettiklerini soyliiyor. 
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1. It is the dust at the beloved’s feet that fills my eyes with light. It 
is the torment inflicted by that heart-stealer that perpetually gladdens 
my heart. 

The dust or dirt found at the feet of the beloved is here likened 
to kohl, which was believed to strengthen one’s vision (v. #70/3; cf. 
#12/4, #33/1, #51/5, #72/1 "hJZop' thfHpyer who weeps incessantly 
and bows humbly at the beloved’s threshold, this dirt is holy soil, 
and it brightens the light in tbe \fdxs eyes asabtt were kohl that has 
been blessed. ~~~/ '/'/'/ 7^ 


2. It is those paitpdealing arrows that make tfie soul’s soil fertile. It is 
the dagger of that heapt-taker that adorns my heart’s house. 

In this couplet, ctvq different w^dpphs are mentioned, with 
various particularities or eapbf^v|eapqrt^befng put into play The 
first weapon is the arrow, with its steel arrowhead that has been 
quenched in water; the second weapon is the dagger, or sword. In 
the first hemistich, the beloved’s glance is likened to an arrow that 
has pierced the lover’s chest and wounded his heart. However, the 
steel arrowhead at the tip of this arrow has been quenched in water 
and, being thereby associated poetically with water, it extinguishes 
the fire of love raging within the lover ( cf. #10/1, #12/4, #19/3, 
#41/2). This arrow thus waters the lover’s heart, which is likened 
to the soil of a country, and makes that soil fertile. In the second 
hemistich, the beloved’s cutting glance is likened to a dagger or 
sword. Here, the image of the beloved’s dagger-like glance has been 
hung by the lover on the wall of his heart’s house like a painting. 
This is done both to adorn or decorate the house that is the lover’s 
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heart and to protect it from falling into ruin. This custom was 
common until relatively recently and can still be seen from time 
to time: on the walls of cafes, shops, and homes would be hung 
a picture of the famed sword Dhu’l-fiqar (Turkish: Zulfikdr), the 
bifurcated sword of the early Islamic leader All ibn Abi Talib, with 
charms and prayers being written on the pictures. Such images of 
Dhu’l-fiqar were thought to protect the buildings in which they 
were hung from such natural disasters as fires and earthquakes and 
to ensure a long life for the building. One couplet by the important 
ld^-century poet Zati makes an allusion to this custom: 

In my heart’s house Thungjlre-iorimef your glance, ‘All 

And on it I wrote, “There is po sworcrbut Dhu’l-fiqar” 


Ustine yazdum anun Id seyfk HUj/Zuffikar ■ 
fekl-i gamzen dkr-i dilde eyfedum pefdd ‘Alii 


Thus, in this couplet Avpl is 


ttryone hafiid, making use of the 
notion that the be 1 ovetfs| indignany, cqyf pf indifferent glance makes 
the lover rejoice, while on th^rother; h<ptd alluding to a custom that 
has existed in Turkish culture since at least the 15 th century. 

3. Like the sun, your beauty has spread your fame through the world. 
And it is love of you that has spread my notoriety through the world. 

In the first hemistich, the simile “like the sun” can be read as 
referring either to the beloved’s beauty (i.e., “your beauty is like the 
sun”) or to the concept of fame (i.e., “as famed as the sun”). 

4. It is separation from your night-black locks that has ruined me, 
that has snuffed out my eyes’ light and turned it black. 

5- Avni, it is not red ink that has everywhere and drop by drop 
covered your poems and painted your heart, but bold and bloody tears. 
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The words “(bloody) tears” {goziiya§i ), “red” ( siirhi , lit. “redness”), 
and “everywhere and drop by drop” ( dem-be-dem , lit. “at times”, 
“always”; with the word dem also meaning “blood” in Persian) are 
all associated with the color red and thus exist in a relationship of 
congruity ( ten&sitb ) within the couplet. In handwritten manuscripts 
of the past, the headings of chapters or sections, or of any part 
considered especially important, would typically be written in red 
ink, a practice that is referred to here. Avni is saying that his pained 
poems of love, like the pages of lovers’ hearts, are painted in the ink 
of bloody tears. 
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1. Ireli can kulagina seniin ‘i$kun nidasindan 
Urup lebbeyk i$igunde 1 2 3 tavaf eyler safasindan 

2. Peri$an ziilfiini goren meger kim miske benzetmi§ 
Ytizi kara olup kapdi Hataya ol hatasindan 

3. Seherde biilbiile sordum nipiin feryad idersiin sen 
Niyaz eylerem Allah’a rakibiin iftirasindan 

4. Mahallen iti incidurbeni j?iltla^teljige urup 
Ne mu^kildur cefa irfhek ki$iye a$rf4sindan 

5. Firakun odi ctinumi yakaivfahm eylemezdiana 


§ehen$aha nejfam yanyY faKi 


nm eyiemez Dar 
runburiyasTnda 


6. Beniim sen §ab>i meh-ruya kul olmak itejlur fahriim 
Geda-yi dilbek-oimak^eg pinapun heGkafasindan 

7. ‘Aceb mi olsa gert^ini phan. tip lari ham 

Ki dii§di iistine saye senimJdbstiin hiimasindan 

1 (64). AE. niishasinda bulunmayan bu gazel Haci Kemal’in Camiii'n- 
Nezair adli nazire mecmuasinda (v.277b); Ali Emiri’nin istinsah ettigi 
AE MNZ 530’da kayidi niishada (v.4l/a) ve Edirneli Nazmi’nin Nuru- 
osmaniye Kiitiiphanesi 4915 numarada kayidi Mecmuatii’n-Nezair’inde 
(v.318a) yer almaktadir. 

2 Fatih Divani na§irlerinden Saffet Sitki, bu kismi “Olur lebbeyk ifigokde..." 
§eklinde yanli§ okumu§; daha sonraki na§irlerden Kemal Edip Unsel de 
kitabinda aym yanli$i tekrarlami§tir. 

3 Bu beyitten sonra Egridirli Haci Kemal’in Camiii 'n - Nezair'mde yer alan 

Seniin ‘i§kunda can fani olursa gam degiil $aha 
Bekadur a§ika lezzet ne hazzi var safasindan 

beytini, diger iki kaynakta bulunmamasi ve kafiye tekran nedeniyle ne§ri- 
mize dahil etmedik. 
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64. §iiR 

1. (Ey sevgili); senin a^kinin nidasi cammin kulagina eriftiginden 
beri ruhum bu sevinf ve ne§e ile senin e§igini tavaf ederek, "Lebbeyk, 
lebbeyk!" deyip durmaktadir. 

Divan §iirinde sevgilinin mahallesi, evi, e§igi ve kapisi a§iklarin 
kabesi gibi dujuniiliir. Nasil miiminler Allah’in evi olan Kabe’yi 
ziyaret edip onun etraflnda^tavaf-cde|derse; amildar da sevgilinin 
bulundugu mahallenin, onun eyininin etrafinda doniip dola$irlar; 
kapisinin ve ejiginin topragirja yffderjni sureder. 

“Lebbeyk”, Alkdji’in ^agrlsip^ jciibet eden kulun, “Emret 
Rabbim; ifte geld fin, emrine^iiti|inv'canla bag] a cagrina uydum!” 
anlamindaki bir kulluk, taat ve telslimiyet ifadyskdir. Hacilar bu sozii 
Kabe’yi tavaf ederken'yiikseK sesle icf ratlarlar. 

J, 

Qak eski zamanlardan^fcfcjji r haetja^ gffmeden once insanlara 
manevi olarak bu ijagrinm yapilacagina inanilir. §air bu manevi nida 
inanijina telmihte bulunarak, sevgilinin agkinin cagrisi kulagina 
geldiginden beri sevgilinin engine yiiz siiriip, evinin oniinde hie 
durmadan doniip dolagtigim soyliiyor. 

2. (Ey sevgili); senin darmadagimk saglarmi gorenler, galiba onu 
miske benzettiler; o da (senin saglarma benzeme konusundaki) hatasini 
anladigindan dolayi, yuzii kara bir halde Hita’ya kafti. 

Misk, daha onceki beyitlerin izahinda da ifade edildigi gibi, 
Asya’nin yiiksek daglarinda yajayan bir cins erkek ceylanin (misk 
ahusu) karin derisi altindaki bir bezden ^lkan ve difisini cezp etmek 
igin, gobeginden yere biraktigi 90 k giizel kokulu ve koyu siyah renkli 
bir maddedir. “ Hatd ” -zaman zaman “ Hita §eklinde de telaffuz 
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edilir- da, bu misk ahusunun ya$adigi, C^in’in kuzeyi ile Tiirkistan 
topraklarini iqine alan bolgenin adidir. §air misk ahusunun Hita’da 
bulunujunu, sevgilinin sa 9 larina benzetilmekten dolayi duydugu 
utang sebebi ile buraya kaqmasi §eklindeki hayali bir sebebe 
baglayarak hiisniitalil yapmaktadir. Avni ayrica hepsi de siyah rengi 
9 agri§tiran “zulf , “ misk ” ve “yiizi kara” ibareleri ile tenasiip; yazilij 
bakimindan aym olan, yanhjhk manasindaki “ hata ” ile bir yer adi 
olan Hitayi birlikte kullanmak suretiyle cinas sanati yapiyor. 


Misk’in (mii§g) “yiizi kara ” olarak nitelendirilmesi, koyu siyah 
rengi sebebi iledir. 

3- Biilbule, “Seher vakitlerigtde nkyihbpyleferyat edip dtiruyorsun?” 
diye sordum... O da bana dedi ki:/‘Rakibiniftirasma ugramamak i(in 
Allatia yalvanyorum...” ^ / A— 

Avni seher vakitjerinde ^dilep/dlialarin Adah katinda makbul 
oldugu inancina i$a!ret ediyo^ ^LSik yd ma^ukjilijkisinin evrensel 
sembolleri olan binbiil ve gill, Avni’nin a§lu "arilatan §iirlerinde de 
yer almij; ancak bururt) ignd ilani ajk bpyutu~cla katilmak suretiyle 
a§ka oliimsuzliik ozelli^i/ kaiandm 1 ifn§ trn^Bii 1 bii 1 Lin, iftirasindan 
korktugu rakip ise, tabi Id dilafUdW ' J 


4. (Eysevgili); senin mahallenin itleri (olan rakipler) tammazhktan 
gelerek beni siirekli incitiyorlar... Insana, tamdigindan bildiginden 
(boyle) cefa ve eziyetler gormesi ne zor §eydir! 

§air, sevgilinin yamndan ayrdmayan, siirekli onu izleyen 
rakipleri kopeklere benzetmektedir. A§ik da devamli bir §ekilde 
sevgilinin evinin etrafinda dola$tigindan, artik bu rakiplerle tarn? 
bili§ olmujtur. Ancak bu rakipler, kopek gibi, a$igi sevgilinin evine 
yakla$tirmamakta ve boylelikle, tani§ bilif (!) olduklan halde, ona 
cefa ve eziyet etmektedirler. 

5. Ayrdik atefi cammi yakar da hig bana merhamet etmez... 
Fakirin basin yansa, padigahlar padigahina ne gam! 
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Beyitte, eskiden zuliim goren halk tarafindan padijahlarin, 
vezirlerin, valilerin, kadilarin gegecegi yol iizerinde ba^larinda ot, 
hasir, pacavra gibi §eyler yakarak durmak, boylelikle dikkati cckip 
dert dinletmek adetine telmih yapilmi§tir. 

Ahmet Talat Onay, Eski Turk Edebiyatmda Mazmunlar adli 
kitabinm “Ba$ta Hasir Yakmak” maddesinde bu adete telmih 
yapilarak yazilan beyitler ile ilgili §u ornekleri vermektedir: 

Haleti’den: 


Od yanar ba^imda gamdan sabra takat kalmadi 
Buriyalar yakmaga objaha hafce/it^lrpadi 


N 


Mesihi’den: 


/ 


Bad-i deyden hak-i payirty^ik^efjdfmaga 




Bakina giillerdeirhte? yakti/bu 
Hami’den: 




/ ' 


giin ^gulsitan 


r, / / 


r, 


Dergehinde ehl-i cihun 
Dada gelmi§diir reaya ba$ina yakmi§ hasir 1 


yanan 


6. (Ey sevgili); benim biitiin dviinciim, sen ay yiizlii padqaha kul 
kole olmaktan ibarettir... Sevgilinin kolesi olmak, diinyamn biitiin 
zei’klerinden daha yegdir. 

“ Meh-ru” (ay yiizlii) ve “ safa” (saflik, berraklik) arasinda anlam 
ilif kisi vardir. 

Z (Ey seigili); Avni cihan sultanlanmn padpahi olmu$sa buna 
§a§ilmamali!.. ((iiinkii onun iizerine senin elinin hiimasmin golgesi 
dii$miipiir. 


1 Ahmet Talat Onay, Mazmunlar , s.69. 
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Sevgilinin eli efsanevi bir varlik olan hiima ku§una benzetilmi§tir. 
“Devlet ku§u” ve “talih ku§u” olarak da bilinen hiima, Kaf daginda 
ya$adigina ve 90 k yiikseklerden uctuguna inamlan efsanevi bir 
ku§tur. Uctugu esnada kanadimn golgesi kimin ba$ina diverse 
veya kimin ba$ina konarsa, o ki§i padijah olurmuy Hiima klasik 
edebiyatimizda mutlulugun, kudretin, baht acikliginin ve devletin 
sembolii olarak kullamlmijtir. “Dest” (el) ise, edebiyatta viicudun 
onemli bir organi olmasimn yaninda mecazen giic, kudret, zafer, 
nusret, yardim, inayet, fayda, menfaat, kanun ve kural anlamlarma 
gelir. Beyitteki “dest” (el), sevgililer sevgilisi olan Allah’in yardim ve 
inayetinden kinayedir. Avny salt^natimn kudretini ve devletinin 
giiciinii Allah’in yardirrfi ve^in-aye-tihephaglamak suretiyle imanli 
bir hiikiimdarin tevazuunu ve dslami duyarhhga sahip giiclii bir 
§ahsiyetin fiikiir halini yansuyna^Hdif. F~- 

^ A y'/ S 




y / / />, 
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1. Ever since the cry of your love reached the ear of my soul, I have 
circled round your threshold crying, “I am here! Command me! 1 " 

In classical Ottoman poetry, the beloved’s neighborhood, house, 
threshold, and door are figured as the Kaaba. Just as Muslims travel 
to the Kaaba, the house of God, to circumambulate it, so do lovers 
go to the beloved’s neighborhiiQfC^Oj^ircle round the beloved’s 
house, bowing in humility'in thpdust off hat house’s threshold. 

What is translated as “I am Jlere! Comrrfand me!” is the word 
labbayh, a word appearing irfifhGphr 'j/labbafAllahumma labbayk 
(“Command me, 0-God, commajnd mef”), which is an expression of 
submission and obedience that is cpntinuously-rlepeated by pilgrims 
circumambulating tfiipKaaha. Since darjy Islamic times, it has been 
believed that pilgrims jepeive^a sJurithaKcall before embarking on 
their pilgrimage. In this Couplet^ thgipdet alludes to this spiritual call 
by referring to the spiritual cry of love from the beloved that comes 
to the lover’s soul, calling him to bow before and circumambulate 
the beloved’s threshold and house. 


This gha 2 al is not found in the AE manuscript copy; it is from Haci 
Kemals Camiii'n-Nezair collection of parallel verse (v. 277b). It is also 
found in the manuscript of Avnfs collected poems copied by Ali Emiri 
(AE mnz 530, 4la) and in the copy of Edirneli Nazmis collection entitled 
Mecmuatun-Nezair and held at the Nuruosmaniye Library (Nuruosmani- 
ye 4915, 318a). 

Among those who have put out an edition of Mehmed Us collected po¬ 
ems, Saffet Sitki incorrectly read the beginning of the second hemistich of 
this poem’s first couplet as Olur lebbeyk i}i gbkde, while Kemal Edip Unsel 
repeated this incorrect reading in his own later edition. 
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2. It seems they saw your tangled locks and Likened them to musk — 
then realized their confusion and, shamefaced, fled to Cathay. 

As explained above ( v. #55/2), musk is a substance produced 
in a special gland in the abdominal area of the male musk deer, 
which lives in mountainous regions of Asia; it is a fragrant, black 
substance that falls from the male and is used to attract female musk 
deers. As for Cathay ( Hata , Hitd), it refers to the region located 
between northern China and Turkestan, where the musk deer lived 
in abundance. 

This couplet uses the rhetorical device of husn-i ta ‘til or poetic 
etiology, advancing an imaginative" ^ejquence of cause and effect 
by claiming that those who liken theTjefdved’s dark hair to musk 
are later ashamed of this unfair ypfhparison aftd subsequently flee 
in shame to Cathay^where^he mu$k deer is Jpund. There is also 
a relationship of iTingruity/6^«^r«^) established in terms of the 
color black between^ the beloved’s" dafk \ocVdfztilfi, the blackness 


of musk, and the wprd “shamefaced” iyiizi kqrja, lit. “blackfaced”). 
Additionally, there pun op thy hojhcjnymic words “confusion” 
{hata, ; lit. “mistake”) aruf^C/uhay” Hjayalf, which are written and 
pronounced identically. - 

3. I asked the nightingale, “Why do you cry at dawn?” — “I am 
pleading to God not to fall to my rival's slander. ” 

Here, Avni is alluding to the belief that prayers uttered just before 
dawn are accepted by God. The symbols of the nightingale and the 
rose - which represent the lover and the beloved, respectively - are 
used to a significant degree in Avni’s poetry, with the caveat that 
they are used primarily in terms of divine love, thus adding to the 
idea of love an aspect of eternality. In this couplet, the nightingale’s 
“rival” is the rose’s thorn, here figured as “slander” ( iftira ). 
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4. All the dogs in your neighborhood hurt me, pretending I’m a 
stranger. How hard it is to suffer such torment from one you know! 

Here, the poet figures his rivals, who circle the beloved’s house 
like stray dogs, as the residents of the beloved’s neighborhood. 
These residents are well aware of the lover’s identity, as he, too, is 
perpetually circling the beloved’s house. However, like dogs, these 
rivals - despite their acquaintance with the lover - wound and injure 
him by not allowing him to approach the beloved’s house 1 . 

5. The fire of separation burns me, showing me no mercy. But should 
the poor man’s straw burn, what’s that to the king of kings? 

In this couplet, there" is ar^alluSiohjpo an old practice in which 
common people who were beingmppressed would stand in the way 
of passing sultans, viziers, ^ovefjrors, and qatHs and burn weeds, 
straw, or rags on top’ of their friead so ffk to draw attention to their 

P u g h, =: /j// | 

In his book Esgf Turk Edebiyatmda Mafnunlar (“Tropes in 
Classical Turkish Lit^rature’^ in^the entry “Bayta Hasir Yakmak” 
(Burning Straw on the H^id),, All mepTajat (Qnay provides a number 
of examples of other cou] 
which are the following: 


plets fhafaJtude to this practice, three of 


Flames leap and rage on my head, no longer can I endure 
No need is there to burn reeds before that shah anymore 


In Egridirli Haci Kemal s Cdmiii ’n-Nezair collection of parallel verse, there 
is an additional couplet that reads as follows: “O shah! it matters not if the 
soul is transient in love for you / For what joy can be more lasting to the 
lover than love’s pleasure?” ( Senun ‘lykuiida can fdni olursa gam degiil ydhd / 
Bekddur ‘dyika lezzet ne hazzi var safdsindan). I have chosen not to include 
this couplet here because it is not found in the other two sources, and also 
because it repeats the fourth couplet’s rhyme safasindan (“than its joy”). 
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Odyanar ba^imda gamdan sabra takat kalmadi 
Buriydlar yakmaga ol$aha hacet kalmadi (Haleti) 


To lodge, at your feet, a complaint against the winter wind 
Today the rosegarden burned all the roses on its head 

Bad-i deyden hak-i payine fikayet kilmaga 
Ba§ina gulLerden dte§ yakti bugiin gulistan (Mesihi) 


' P H 1 
-- ^ 


M 


Do not think the flame in yotir court is the lanterns of 


/ 


dignitaries ^ 

It is common people corrfgTcrt/ji id fife withm straw on their 
heads — 1 


Dergehinde ehl-i cttfiin safima^me^aldpryanan 
Dada gelmijdir reaydfa^in^a yakm.fi hastrfiHamifi 

6. ALL my pride and joy comes from being slave to you, my moon¬ 
faced sultan. To be beggar to a stealer of hearts is finer than all the 
world's joys. 

Here, there is a relationship in terms of meaning established 
between the words “moon-faced” imeh-ru) and “joys” (safa , lit. 
“purity, pellucidity”). 

7. Is it strange that Avni is this world’s king of kings? For over him 
has fallen the shadow of your hand’s Huma. 

Here, the beloved’s hand is likened to the legendary Huma 
bird. The Huma - also known as “the bird of state” and “the bird 


1 Ahmet Talat Onay, op. cit., p. 69. 
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of fortune” - was believed to live on the mythical, world-encircling 
Mount Qaf and to fly at incredible heights. Whomever the shadow 
of its wings fell upon as it flew, or whomever the bird alighted upon, 
would become king. In classical Ottoman poetry, the Huma was used 
as a symbol of the state, as well as of joy, power, and good fortune. 
Similarly, a hand was used to represent strength, power, victory, 
divine aid and favor, utility, benefit, and laws and regulations. In 
the couplet, the word “hand” (dest) is used metonymically to refer 
to the aid and the grace of God, the ultimate or absolute beloved. In 
this, Avni links the power and strength of the state to divine aid and 


favor to reflect the giving of thank^ by a powerful ruler possessed of 
faith, humility, and an Mamic-sen^ibilify 

/ r-J 




















1 


1. Bilmezem ne didi ol dilbere agyar yine 
Kildi biinyad-i cefa ol biit-i ‘ayyar yine 

2. Gordiim ol dilberi kuyinda ider seyr didiim 
Zinet olmi$ giil ile gu$e-i giilzar yine 

s' j/ fy 

3. §ehr iijinde £ii revan oldi revin ben de cjidiim 
Fitne-y-ile pihrolur ky^e vn bazar yine'' 

=j X'/'/ § 

4. Tarf-i burka‘^ptiirup ‘afz-i cerrral eyler4se 

§ehri nur ide gibi ate$-i runslar vine 

s, / \ ' ■■/■■■ . 




r, / / 


5. Gamzesi tigine takirt geFQjiftie^HiiSe^ 
Nakd-i can virmek ile ‘Avm haridar yine 


1 (65). AE /20b. 
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65. §iiR 

1. Bilmiyorum, yabancilar sevgiliye ne dedi ise, o aldatici put 
yine (bir cefa miman gibi, gonul evimi harap edip) eziyet ve incitme 
binasmi kuruverdi. 

Sevgilinin “ cefa miman' olarak nitelendirilmesi ile ilgili olarak 
33. $iirin 2. beyti ile 57. $iirin 4. beytinin c^eviri ve izahina bakilabilir. 

( - r ~ / 

2. O sevgiliyi mahallesinde gezinirken gorunce, gill babies in in yine 
kd§e bucak gullerle bezenmi§ olduguptU du§undiii?i. 

3. O sevgili, $ehrin igindrrub/gibi/akip gittiginde; ben, gar$ida 
pazarda yine kiyamep kopacdn,p.tne eikapak diyeafyiindiim. 

Klasik $iirimizde'ievgilinin btnzetilenleri arasmda “ruh-i revan’ 
yani “akip giden rulv fcrkibine yokyi nistlanif! Bu, sevgilinin i$ve, 
naz ve nezaketije ruh gild irrce ve ladf 61u§undan dolayidir. Yine 
sevgilinin sifati olarak kullaiiiidij Srebari’m. bir anlami da irmak, 
akarsudur. Bu da sevgilinin irmak gibi kivrila kivrila, salina salina, 
adeta akip gidercesine yiiriimesinden kinayedir. Beyitte, sevgilinin 
ruh gibi ince, latif ve ijveli yiiriiyu$u ile §ehrin i^erisinde karga$alik 
ve fitneye sebep oldugunun ifade edildigini soylemek miimkiin ise 
de “ revdn ” ile “fitne ” sozciiklerinin bir arada kullanilmif olmasi, 
beytin arka plamnda daha derin bir anlam boyutunun bulundugunu 
dufiindurmektedir. “Revdn” sozciigii, yukarida da ifade edildigi gibi, 
“akarsu’dan ba§ka, “ruh” anlamina da gelir. Ruh da Allah’in Hz. 
Meryem’e iifledigi ruh (Ruhullah) olan Hz. Isayi hatirlatir. Bilindigi 
gibi, Hz. Isa, kiyametin biiyiik alamederindendir. Bu inanca gore 
Hz. Isa kiyametin kopmasina yakin, gokten inecektir. “ Fitne” de 
“bela, sikinti, karijikhk ve ihtilaf” demekse de; kiyamet ve kiyametin 
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kopmasi anlamina da gelmektedir. §air; “Sevgili, gehrin ortasinda ruh 
gibi naz ve igve ile akip gittiginde, insanlar Hz. Isa’mn gokten indigini 
(yahut olu bedenlere ruh geldigini); dolayisiyla, kiyametin kopma 
zamamnin yaklagtigim dugiinecekler ve bu ytizden de gargida pazarda 
fitne ve kargagalik kopacak.” demek istiyor. 


4. O sevgili, pegesinin kenanm kaldinp giizel yuzunu gosterse, 
yanagimn ategiyine gehri igiga bogacak gibi olur. 

Burada, “ pege”, “yiiz”, “ gehir ’ ve “nur” kelimelerinin birlikte 
kullamlmasi, gune^in dogujunu hatirlatiyor. §air, sevgilinin 
pegesinin kenanndan kirmizi ve parlak yanagim gostererek a$ik 
goniilleri sevindirmesinir ufuktai7 gppe§in dogarak §ehri i§iga 
bogmasina benzetiyor. x 


a / r> 


/ 


5. Hig kimse- 
dayanamiyor. Avnir 
olmugtur. 


_, j zamzesinin kilicinm kargisinda 

' // yy,',/. O. . .. . 

pe campnn yiakgjini vererek yine ona mugten 

/ 


“ Takat getirmek”y[ug3X.te, da)jahmak, giig getirmek anlamlarma 
geliyorsa da, argoda'lilr^ §eyi/satip alyrfa giiciinu ifade eder. §air 
bu deyimin her iki aril^miny da ( birlikt§ ktfllanarak oyun yapiyor. 
Herkes, sevgilinin bu keskin ve-acimasiz baki§ kilicinm darbeleri 


kargisinda dayanamazken, Avni o kilici can nakdini vermek suretiyle 
satin aimak istemektedir. 
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1. I don’t know what those others said to that heart-stealer, but that 
sly idol has built me a house of tortures. 

Here, the beloved is depicted as the architect of pain (cf #21/3, 
#33/2, #57/4, #69/1). 

2. I saw that heart-stealeV strolling round her neighborhood and 
said, “Every bit of the rosegarden’s nowbddecked with roses. ” 

3- When that beauty swayed iyteLflowed though the city, I said, 
“Now all hell’s breaking looseary thy/tveefs, in tlfdmarkets. ” 

In classical Otteinan poetry, t ie ^doved infrequently referred 
to by the phrase “thb passing spirit” ( ruh-i reiftri)-, this is owing to 
the beloved’s being fur,slim /amHas dfelicate or subtle as a coy and 
flirtatious spirit, wittuBie ^voreK revdri meaning both “passing, 
flowing” and “spirits”. In tlre'fofrder nieaning, revan also signifies a 
stream or river, and is used metonymically to describe the beloved by 
referring to a swaying and strutting manner of walking. This couplet 
thus expresses how the beloved’s spirited and provocative manner 
of strolling through the city causes quarrel and dissension among 
those who see it. At the same time, however, the concomitant use of 
the words revan (“passing, flowing”; “spirits”) and fitne (“dissension, 
strife”; here translated as “all hell’s breaking loose”) establishes a 
more profound dimension of meaning in the background. When 
the meaning of revan as “spirits” is considered, it calls to mind Jesus, 
the divine spirit ( ruhu’l-lah ) breathed by God into Mary via the 
Immaculate Conception. Additionally, Jesus is considered one of 
the great signs preordaining the end of the world: when the world is 
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nearing its end, it is believed that Jesus will descend from the heavens. 
The word fitne, while having a primary meaning of “trouble, distress, 
disorder, discord”, is also used to signify the arrival of the end time. 
With this in mind, the couplet can be read as follows: “When that 
spirit, that Jesus came down from the heavens and passed through 
the city, I said, ‘In the streets and in the markets, they thought the 
Day of Reckoning had come, and all hell broke loose.’” 

4. If that beauty pulls aside her veil to show the beauty of her face, 
the fire of her cheek will flood the city with light. 

Here, the couplet’s concomitant use of the words “veil” ( burka ), 
“face” {cental), “city” (yehfif, and JJight^ {nur) calls to mind the rising 
of the sun. The beloved’s'gratification of Jovers’ hearts by pulling 
aside her veil to reveal a bright recJTheek is lil^hed to the sun rising 
redly above the horizon to fjp^d/tlyerdjy' with light. 

5. None has po'uif r against/he \sIvordf of thatrglpnce. And Avni has 

bought it again with the coin of his \ife. fif 

The verbal p h r as c/taka t gpti rnyefi r an s 1 a t e d here as “to have 
power against” - has aTjfrinyry meaning (of “endure, withstand”, 
but colloquially it can also signify-ihdividual purchasing power. The 
poet is here making a play on words by using both of these meanings 
simultaneously. While no lover can withstand (or purchase) the 
sharp and pitiless sword of the beloved’s glance, Avni desires to 
“purchase” that sword at the cost of his very life. 
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1. Gamzeler tirini 1 2 doldurmi$ ka$i kurbanina 
Dil ni$an olmak diler benzer susadi kanina 

2. Kiymet olmaz dilberiin ger^i meta‘-i vaslina 
Dil haridar olur anun bakm^yup hicranina 

/ a/ £j 

3. I$lesiin kafir goziin ne sigafi ise dinine / 
Eylesiin jirin kbiin nqdayikise^anina ^ 


/ / / / ' 


i ' / 

4. Ab-i Kevserledjayat abiria llajlmdz ihtiyacA 


Irse ger lalunpabibi haste-pil dermarup^ 

Ay A 

5. §oyle tenhadur budnih/ili-hijfe^i hecr iyre kim 
Gussa vii gamdur gelen her gice ‘Avni yanina 


1 (66). AE /20b. 

2 Bu kelime AE. niishasinda “ tigim ” $eklinde yazdmi§ ise de, bu yanli§tir. 
(yiinkii kilicin hedefe atilmasi sozkonusu degildir. Hedefe dogru atilan §ey, 
kilic degil; ancak ok olabilir. 
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66. §iiR 

1. O sevgili, gamze oklanm ka§mm sadagina doldurmug, benim 
gonlum de, sanki kanina susami$ gibi onun hedefi olmak istiyor. 

Divan jiiri metinlerinde sik sik ok, yay, kili^, kirpik ve ka$ ile 
birlikte kullanilan “ kurbdn ” kelimesi, zannedildigi gibi, kesilen 
kurbani degil; yay in kilifini; okun, igine konuldugu sadagi ve kilicin 
veya hanqerin kinini arhlatrpaktadix/^j^Linkii “ kurban" sozciigii, 
“yakla$mak ve yaklajtirmak” /anlamnrdaki Arap^a “ ka-ra-be " 
kokiinden tiiremi? olup, “kiljci ^ida^okmak?4rilini ve “(kiluj icpn) 
kin; (yay igin) kilif ye (ok icity) sajiak/inlamlakni da ta§imaktadir. 
§ airier bu gibi beyHlerde “kurpari'm bn an 1 ami pi kastedip, kesilen 
hayvan (kurban) afiiJami ile de iham-i te n as u p yapar 1 ar. Avni de bu 
beyitte sevgilinin gSmzesin y (hup mb' yan baki^im) oka; goziiniin 
hemen iizerinde duranJ^yislvka^ldriiMyk bu gamze oklarini sira ile 
atmak iizere icine doldurdugii"gk r syda^rfiaf)enzetmi§tir 

2. Her ne kadar sevgilinin vuslat metaina deger ve kiymet bigilemese 
de; goniil, onun ayrdiktan dolayi meydana gelen kesigine ve yirtigina 
hif bakmadan, miiyterisi oLmu§tur. 

Beyitte gecen “hicran” sozciigiiniin “ayrilik”tan ba$ka ta$idigi 
anlamlardan birisi de “kesik ve yirtik”tir. Degerli kuma§larda 
bulunan kesikler ve yirtiklar (yeni tabirle “defo”) bunlarm degerini 
ve kiymetini diijiirur. Boyle kesigi ve yirtigi olan degerli kuma$lar 
icin “hicranli” tabiri kullamlir. 

Zati’nin a$agidaki beytinde de afigin daglarla, yaralarla dolu 
bedeni hicranli, yani kesikli, yirtikli dervi§ elbisesine (vasle) 
benzetilmijtir: 
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1. That beauty has filled the quiver of the brow with the arrows of 
the glance. My heart, as if thirsty for blood, aims to be the target. 

One word that is frequently associated in Ottoman divan poetry 
with weapons such as the sword and the bow and arrow, and by 
extension with the eyelashes and ^eyebrows of the beloved, is the 
word kurban, which normallyjjeferS-tc/ajyacrifice or sacrificial victim. 
However, the word can also mcyn “scabbard, sheath” or, as in this 
couplet, “quiver”. The word \ kurbfdn is derived4irom the Arabic root 
q-r-b (>—’ j ij), meaJfmg “apmoaeJarngXor “causing (something) to 
approach (something)”, and Jyonx diiy/radicai pieaning come the 
additional meanings-'of “sheathing a sword”, -Scabbard”, “case (for 
a bow)”, and “quifepT Plgying^ on/this etymology, poets would 
sometimes use the wont kudbch/ in/jhls^second meaning while 
leading the reader to think-chip meant was “sacrifice” or 

“sacrificial victim”; this is the rhetorical device of iham-i tenasub, 
wherein the reader is left in doubt as to a word’s intended meaning. 
In this couplet, Avni likens the beloved’s glance to an arrow, while 
comparing the curved eyebrow above the glancing eye to a quiver 
filled with arrows ready for firing. 

2. However priceless the merchandise of union with that heart- 
stealer, the forlorn heart will buy it, regardless of wear and tear. 

1 Though the second word in the first hemistich of this poem’s first couplet 
is written as tigmi (“the sword”) in the ae manuscript copy, this is incor¬ 
rect, as a sword is not something that is aimed at a target. Thus, consider¬ 
ing that something aimed at a target is required here, it can only be an 
arrow (tir), not a sword (tig). 
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Though the word hicran typically signifies “separation”, it also 
has the meaning of “wear and tear”. The wear and tear sometimes 
found on valuable fabrics reduces their value, and such fabrics are 
sometimes referred to by the adjectival expression “worn and torn” 
(hicranli). 

In the following couplet by the poet Zati, the lover’s wound- 
covered body is compared to the “worn and torn” patched robe of 
a dervish: 


A merchant of love said to this poor beggar Zati: 

“If the cloth’s not worn and tprp, it will make no patched robe” 

V- - r -7 . 


(■} 


Ben fakire didi bir hdce-i ‘i$k'ey Zati 
Vasle olmazdi bfrfi olmasd hicrdnld kuma§ 


In Avni’s couplSj it is stated that, ljrfweverirppossible it may be 
to put a price on the “cloth” or “merchandise^ of union with the 
beloved, the pain ol separation has still causekt'severe wear and tear 
in this priceless cloth. Hkyerdieles^, tWedfiver does not look at such 
defects in the merchandise,Tut/ rlajJaef lays down all that he has to 
purchase it. 


3■ Let your infidel eyes do what your faith demands! Let your sweet 
lips do what is worthy of them! 

In classical Ottoman poetry, the beloved’s eyes are compared 
to an infidel, being black and coy and oppressing the lover by 
tearing wounds in his chest and spilling his blood. The basis of this 
comparison is the fact that, as a religious symbol, infidels - by which 
is meant Christians - wore black and were imagined as cruel and 
bloodthirsty tyrants. The beloved’s mouth, on the other hand, was 
ideally figured as extremely small yet nonetheless able, by speaking, 
to revive lovers on the verge of death with sweet words and promises 
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of union. In this, the beloved’s mouth becomes a trope for Jesus, 
who miraculously spoke while still in the cradle and was capable of 
breathing life into the dead and healing the sick with his touch. In 
this couplet, then, the beloved’s eyes are figured as being of an infidel 
faith, while the beloved’s lips are imagined as having a temperament 
and power like those of Jesus. 


4. So long as your ruby lips rush to cure the sickened heart, there is 
no need for the water of life or the river ofKawthar. 

Kawthar, as explained above (v. #31/5, #61/4), is a river believed 
to flow in heaven. The “water of life” (db-t hay at), on the other hand, 
is the legendary water of fountdTnipqpularly believed to have been 
discovered by the mysterious figure knddm as al-Khidr, meaning 
“the Green One” (v. the Qur’an djf/65-82); tfik water was believed 
to grant eternal life-to whoeytJ>djapl^of/it. In djls couplet, then, the 
poet likens the beknfed’s red'lips'and'uy? sweef words and promises 
of union that issuedfom them to a doctor or physician dispensing a 
panacea, saying that-the life-giving fojuntain of .youth and the waters 
of Kawthar are unnecessary fpf wptind^cj'lovers who have obtained 
a kiss or a sweet word or a^prp/rlisGpTu nfon from the lips of the 
beloved. 


5. So forsaken is this house of separations tortures that only pain and 
worry visit Avni every night. 

Here, separation ( hicr ) from the beloved is figured as a house 
filled with torments and tortures, a house that is “forsaken” ( tenha ), 
distant from everything and everyone. To this far-off house where 
the lover dwells come no visitors apart from the pain and suffering 
that are his constant companions. 






1 


1. Kasd-i canum eyleyiipdiir yine hicran var ise 
Hey miiselmanlar demidiir bana derman var ise 

2. Yine sevdayi goniil hayli peri$andur bu giin 
Sunbiilini dagidupdur gl perji-$an var ise 

3. Oldiigiim biliip mahallendtleri feryad ic^up 
Beni aglar ceroSolup bir yire yaxan varlse 

S /'/'/ | 

4. Sen diir-i mekrjun firakiridla Igomm yajmigoriip 


Bana taklid idpp aglar ebr-} nisan var i§e> 

5. Yiiziine a$ik olanamurikij iriifyjdeismm 

Zahidiin gonlinde yokdur nur-i iman var ise 


6. Ol $eh-i hiisn ii cemale gun kul oldun ‘Avniya 
Sana olmi$dur rniisellem miilk-i ‘Osman var ise 


1 (67). AE /21a. 
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67. §iiR 

1. (Sevgiliden) aynligm derdi galiba camma yine kastetmektedir... 
Ey Musliimanlar; eger bildiginiz bir derman var ise, bana vermenin 
tam zamamdir. 

Bu gazelin redifl olan “var ise” ibaresi, liigat manasi olan “eger 
varsa” di§inda “galiba, herhalde” . anlamim da ta^imaktadir. §air 
bunun “eger varsa” antaminr, -sadec^k.^ beytin ikinci misrainda 
kullanmi§; ibare diger misralard^ ise galiba, her halde” manasinda 
yer almi§tir. ^ J— 

2. Sevdali gontudn buguydyitie bi^hayli penman durumdadir... 

Galiba o peri igveligiizel, siimbdlg, b'i (sifih, kwnm kivrim) zuluflerini 
dagitmigtir. ^ ^ ^ ^ 

3■ (Ey sevgili); mahjaLlenih ideri/bfnym oldugiimu zannedip 
(sevingle) bagmp gagirmaktaldr.ry Gqlibaddostlar da biryere toplanmig 
benim igin aglayip sizlaniyorlar. 

Metinde “ biliip” ibaresi, “diifuniip, zannedip” anlamindadir. 
(^iinkii ki$inin oldiikten sonra kendisi ile ilgili olarak yapilanlari 
farketmesi mumkiin degildir. Sevgilinin mahallesindeki itlerden 
maksat elbette ki, ajigin vuslata ermesine mani olan rakiplerdir. 
Itlerin (rakiplerin) a$igin oliim haberi ile feryat figan etmesi, onlarin 
sevin^ ile baginp 9 agirmalarindan, yani ne§e ile havlamalarindan 
kinayedir. Burada “ y&rcin” ile birlikte kullanilan “var ise” ibaresi, 
esasen “galiba” anlaminda kullanilmi? ise de, “eger var ise” anlamim 
da ok§amakta ve “eger dostum ve yaramm kalmi§sa” niiktesini 
yansitmaktadir. 
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4. (Ey sevgili); nisan bulutu, galiba, senin gibi parlak bir incinin 
ayriligindan dolayi doktugum gozyaglanm go Hip beni taklit ederek 
aglayip duruyor. 

5. Ey dost; zahit senin yuzune a§ik olanlan yadirgiyormuy.. Galiba 
gonlunde iman nurundan eser kalmamiy 

6. Ey Avni; galiba, o guzellik ve cemal padigahina kul oldugun 
igindir ki, Osmanli ulkesi hiikumdarhgi sana bagiglandi. 

Avni bu beyitteki “geh-i husn u cemaE ibaresi ile biitiin 
giizelliklerin mutlak sahibi, maliki ve hakimi olan Yiice Allah’i 
kastederek biiyiik bir cihan imparatorunun Islami duyarliligini ve 
biiyiik imanini gozler online serinektediy Ona gore, Osmanli ulkesi 
ve devleti hiikumdarliginm kepdisine tragijlanmij olmasimn tek 
sebebi; onun, mutlak giizellijt vdpZemai sultartrolan Allah’a kayitsiz 
§artsiz itaat edip gorg'd rizasvije olplasidir. 




/ y / 




/ / //, 


/ 
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1. It seems separation is out to kill me yet again. O Muslims! if you 
know of any cure for this, now is the time! 

The repeated rhyming phrase used in this ghazal is var ise. While 
this phrase means literally “if there is” or “if it is”, it can also be 
used to mean “apparently” or “probably”. Throughout this poem, 
with the exception of the s^comTJVeijpistich of the first couplet 
(“O Muslims! if you know of ar yy cure for this, now is the time!”), 
the second of these meanings i^/^orjsistently^used, and has been 
translated as “it seed's”. // y '/ (P 

2. My lovesick hjeart is yet efgaih f in fitters today - it seems that coy 


fairy’s hyacinth locksfave been unfurled. . ; :j 

3. The dogs on you/stpeet a/e h</vlm£ thinking me dead - it seems 
lovers have gathered to cry and!wgifforJnd. 

What is meant by the dogs on the beloved’s street - or rather, in 
the beloved’s “neighborhood” ( mahalle) - is the lover’s rivals, who 
prevent the lover from reaching his beloved. These dogs, learning of 
the death of the lover, howl, but out of delight rather than anxiety. 
The use of the repeated rhyming phrase var ise (“it seems”) together 
with yaran (“lovers, beloveds”) brings with it a hint of the meaning 
of var ise as “if there is”; thus, the second hemistich might also be 
read as: “If there are any lovers to gather to cry and wail for me”. 

4. Apart from you, my string of pearls, I weep — it seems the April 
cbud sees and mimics my tears. 













5. My dear friend denies whoever loves your face — it seems that in 
the zealot’s heart the light of faith is spent. 

6. Avni, you are a slave to that sultan of beauty and grace — it seems 
the land of Osman has been granted unto you. 

In this couplet, the “sultan of beauty and grace” ijeh-i hiisn u 
cemah) refers to God, the true possessor and ruler of all beauties. 
Thus, Avni is thereby expressing a sensibility appropriate to a Muslim 
emperor: the sole reason for the granting to Sultan Mehmed II of 
the Ottoman realm - that is, “the land of Osman” (mulk-i ‘Osman) 


- is his absolute, unconditional, and willing obedience to God, the 
sultan of absolute beauty and" ff pzfr j ^ 
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68 1 


1. Tan midur itse goniil nale vii efgan bu gice 
Gelmedi meclise ol dilber-i fettan bu gice 


2. Ta seher kalsa goniil zulmet i^inde ne ‘aceb 
Yanmadi karjuma ol §eijn‘-i jebi^tan bu gice 

s' s rf 

3. Ne ‘aceb aglar ise biilbiil-iTap <junki gelgp 
Giiliip eglenmedi ol yiizi gin is tan bu gice 


* —I / 

4. Geliip ol serv-i ,revan olmad/yanumca reyan 
Gozleriim itcn>teyan yajlarjille kan bu gj§e 

tv / / C\. 

5. Sakiya def -i melal itnrg^e; pe^fniur'e getiir 
(^iin sidi dilberiimiiz ‘ahd ile peyman bu gice 

6. Vuslati $em‘ini <gin yakmadi ol yar geliip 
Fiirkati narina ‘Avni yiiri sen yan bu gice 

7. Bu kelam ile Nizami ijidiirse soziini 
Ilteler saiia hased Sa‘di vii Selman bu gice 


1 (68). AE. nushasinda yer almayan bu gazel Ali Emiri’nin istinsah ettigi 

Divan niishasmda (v.42/a) ve Haci Kemal’in Camiun-Nezair adli nazire 
mecmuasinda bulunmaktadir (v. 326b). 


■ 
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68. §iiR 

1. Goniil bu gece inleyipferyat ederse, fafirmayinl.. Cpiinku o ayartici 
dilber bu gece meclise gelmedi. 

2. Goniil ta seher vaktine kadar zuLmet ifinde kalsa bunda faplacak 
ne var?.. Zira o, geceyi aydinlatan mum, bu gece karfimda (dump) 
yanmadi. 

Sevgilinin hayali bid turki- 4§i^ia/do^iiniin online gelmeyerek 
onun gonliinii ayrilik ve gamlann koyu'karanhginda birakmi§tir. 
§air, parlak, giizel .yijzii ve diizgdn ^ndami die - sevgilinin hayalini 
geceyi aydinlatan ijujim olaral^talpmljy6r. ''' 

Divan §iirinin7iabulleritfe gbre/i$iklaCTievgili ile birlikte 
olmanin neredeyse; imkansiz oldijigunu bilrnelue ve onun hayali 
ile yetinmektedirler. dlli duy^unup ejj/yakici bir §ekilde i§lendigi 
orneklerden birisi Fuzotjdiin ^jliim^tiz ^eryEeyla ve Mecnuriun §u 
beytidir: ^ I ° 


Yandurmaguma yeter hayaliin 
Yohdur mana takat-i visaliin 1 

Ey sevgili; benim ruhumu yakmak if in hayalin yeter de artar bile... 
(piinku senin insaline ermeye bende takat kalmamiftir... 

I§te bu hayal biitiin a^iklarin kalbini ayrilik acisi, hasret, gam ve 
keder ile harap ederek mamur hale getirmektedir. Amildar sevgilinin 
kendisi degil, hayalinin bile goniillerine gelmesine karjihk canlanm 
vermeye hazirdirlar. 15- yiizyihn hamm jairlerinden Mihri bu 
duyguyu bir terkib-bendinde §oyle dile getirir: 

1 Leyla ve Mecnun, by. 2693. 
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( 


Geldiigince can tenden kar§u ctksa tan midur 

Milket-i dilde hayaliin oldi gun sultan ana 

Ey sevgili; hayalin gonliimiin iilkesinde sultan oldu. Geldiginde 
camm onu karfilamak if in fikarsa buna fafihr mi? 

Ancak sevgilinin hayali afigin gonliine gelse de, orada fay.la 
kalmay ve hemen kagip gider... Yine 15. yiizyilin biiyiik §airi Necati 
de bir gayelinde bu duyguyu foyle iflemiftir: 


Goniil kasrina geldikce hayaliin bir dem eglenmez 

Sanasin kim od almaga geliir bu kiilbe-i gamdan 

r"' "" T r j 

Ey sevgili; senin hayalirygonlumun JEdffciine geldiginde bir an bile 
^ ki, 

3. Can biilbiiliimpn aglayiir inlpm'esme §a§majim!.. Qiinkii o, yiizii 
giil bahfesine benzeyen giizel sevgili bitygece (yatumiza) gelip de (bir 
tiirlii) giiliip eglenmedi. 


4. O salinan servv'(gibi guzyl''seygiliryt)^jgelip de bir tiirlii yammca 
yiiriimedi... (Bu yiizderft/gdzLerjm bu r g&p k/rti ve gdzyafi (seli) akitip 
durdu. ^ I 


/». 




5. Ey saki; iiziintiilerimizi gidermek if in kadehleri (artarda) sun!... 
((iinkii sevgilimiz bu gece, verdigi (vuslat) soziinde durmadi. 

6. EyAvni; mademki o seigiligelip de vuslatinin mumunu yakmadi; 
o halde, bu gece, var, sen de onun ayriligmm ate fine yan! 

7. (Ey Avni, senin) bu soyleyif inceligi He yazilmif giizel fiirlerini 
Nizami ifitecek olursa, Sadi ve Selman (hemen) bu gece sana haset ve 
kiskanfhklarim iletirler. 

Nizami-i Gencevi, §eyh Sadi-i §irazi ve Selman-i Saved, Iran’in 
biiyiik fairleridir. Divan fairleri bu iig biiyiik §airi iistat kabul 
etmifler; onlann fiirlerini taklit etmeye, onlara nazireler soylemeye 
ve onlar gibi eserler vermeye gaba gostermiflerdir. Avni kendi 






fiirlerinin degerinden bahsederken o yillarda coktan vefat etmi$ 
bulunan bu iic biiyiik ustanin, $iirlerinin giizelliginden haberdar 
olsalar, mezarlarinda bile onu kiskanacaklarini ve hatta riiyasina 
girerek manevi alemde ona kiskanclik ve hasetlerini ileteceklerini 
soyleyerek miibalaga yapmaktadir. 


' iv rJ:j 


/ / / 

/ / / y ' y/ X 

X x -X, X X 

/ i r x x 


XX XX; 

< Jy\: v 
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1. Is it so strange if, tonight, the heart wails and moans? That 
seditious heart-stealer hasn't come to the gathering tonight. 

2. Is it odd if the heart writhes oppressed till dawn? The candle that 
lights the night has not been burning for me tonight. 

By not appearing to the -lover’s] 1 pye, the image or vision of the 
beloved has cast the lovers Ijeaft In tcTtneTj^ck darkness of separation 
and pain. The poet here likens tKisimage or vjsion - in terms of its 
brightness and straight stature - to a handle lighting up the night. 


In classical Ottoman poetry/the lover is well aware that it is 
virtually impossibkrfor the belojed to actuallyjippear before him, 
and so must conteritdiimsel^with thy mere thental image or vision 
of the beloved ( cf. #1 #2^/5,/£35>/^y#50/5). One of the most 

striking expressions of this jyl^^ept/Vfotmd in the poet Fuzuli’s 
immortal work, Layla andMajnun (Leyld ve Mecnuri): 

To burn me just your image will do 
I lack the strength to unite with you 

Yandurmaguma yeter haydLim 
Yohdur mana tdkat-i visaliin 2 


1 This ghazal is not found in the ae manuscript copy; it is found in Ali 
Emiri’s edition of Mehmed Us collected poems (v. 42a.) as well as in Haci 
Kemal’s Cam Hi 'n-Nezair collection of parallel verse (v. 326b). 

2 LeylA veMecnun, 1.2693. 
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It is precisely this image or vision of the beloved that ravages 
the lover’s heart with the anguish of separation. The lover is fully 
prepared to give his life not just for the actual beloved, but even 
for just the beloved’s image. The 15^-century female poet Mihri 
expresses this sentiment as follows: 

Is it so strange if my soul leaps from my skin in welcome 
To your image that is the sultan of my heart’s domain? 


GeLdugince can tenden kar§u fiksa tan midur 
Milket-i dilde hayaLun oldpgiin saltan ana 

However, even if the irhage^of the^Tloved does appear in the 
lover’s heart, it never tarries there Hint always immediately flees. In 
one of his ghazals,The greafi 5' 1 jcerijujy poetT>leca.ti expresses this 
sentiment in the following tdrmsf^ / . i\! 

T. / 


Your image corny*-to my^hearjt’s pavilion bit/ doesn’t stay 

You’d think it carnVt<p thi.yshacjc o|/j5ajn just to get some fire 

Vi'-d v 

Gonul kasrina geldikce hayaLun bir dem eglenmez 

Sanasin kim od almaga geliir bu kiilbe-i gamdan 

3. Is it strange if my heart’s nightingaLe weeps? That rosegarden face 
hasn’t come to smile and sport tonight. 

4. That swaying cypress hasn’t swayed toward me. My tears of blood 
sway down my cheeks tonight. 

5- Hey cupbearer! bring a cup to chase away troubles! For our heart- 
stealer has broken a promise and a vow tonight. 

6. Avni, your love hasn’t come to light union’s flame, so go light 
separation’s flame tonight. 
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Z IfNezami hears the eloquence of your words, Sadi and Selman 
will let you hear of their envy tonight. 

Nezami of Ganja, Sadi of Shiraz, and Salman Sawaji are all 
important Persian poets who were accepted as masters of the art 
by Ottoman poets, who imitated their work, wrote parallel poems 
(nazire ) using the same rhyme and refrain, and expended a great 
deal of effort to produce works as great as theirs. In this couplet, 
Avni uses hyperbole ( muhalaga ) to say that, if these three great poets 
- all long dead by his time - knew of the beauty of his poetry, they 
would turn in their graves with envy and would even come to him 

in his dreams in order to relay hovy envious they were. 

r ~ 

/ i/ r - J 



i 

i 


i 

i 


i 

i 
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Ja 


0 ' 


1. Saki piir eyle cam-i $erab-i muganei 
Mamur kil haraba varan kar-hanei 


2. Ey pir-i deyr ehl-i harabati mahrem it 
Ke$f eyle bade sirrini tejrk it ^ehanei 

/ !/ 

3. Bi-hodluk itseler eger esraZ-i cam ile y 
Mest eyle s unmag ile jney-i bidaodanef 


/ / * / ' 


0 


4. Ol mey ki levfeji dilderEala jiistm $uy ile / 
‘Ay$-i muganei^u cefa^yi z^inanei 3 


5. 


^jr / / / 

Gor mey feragim ria^Aj^lkf-'Ede'yre kim 

Nar-i Kelimden diler isen zebanei 


6. ‘Avni o bezme varmaga layik degiilse ger 
Men' itmeniiz ki bari ope astanei 
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69. §iiR 

1. Ey saki; kadehi Zerdup atep gibi kipkirmizi §arapla (hip 
durmadan) doldur da, (gonlumuzun) harap olmaya yiiz tutan §u 
binasim mamur kill 

Tasawufun semboller diinyasindan beslenen divan ?iirinin 
mecazlar sistematigi icerisinde “?ar^p-a?k” ili§kisinin oldnkca onemli 


bir yeri vardir. 


I ' / 

- £ -V r/ 


r ) 


Avni’nin bu beytinde de /“wrap” oncy “a$k” in mukabili 
olarak kullanilmi^-ve daha sdnra 7 da, “a?k-mimar” benzerlik 
ili?kisinden hareket|e mirnafa cdilmjjtir. Bilindigi gibi, 

klasik edebiyatimlzin anahtaf kaVrarhlarmdan J biri olan “a?k”m 
benzetilenleri arasi tula ' mimar” ujn|suru onemjybir ?ekilde one cikar. 
“A?k”, ayrdik (hicranjdle yricdmi^oIatyA^igin gonliine mimar gibi 
gelir ve onu imar eder.—f ^ _ f r f '■/ 

Avni “saki’ sembolii altinda - sevgiliye, Tann’ya veya miir?ide 
seslenerek, kalbinin kadehini a?kin ate? gibi yakici ?arabi ile tamamen 
doldurmasim istemektedir. O zaman gonliiniin harap olmaya yiiz 
tutmu? binasi mamur hale gelecek ve yikilmaktan kurtulacaktir. 

Avni Divam’nda “a?k (?arap) ve mimar” ili?kisi ile ilgili olarak 
aynca21. fiirin 3.; 33. fiirin 2. ve 57. ?iirin 4. beyitlerinin izahlarma 
bakilabilir. 

2. Ey kilise(ye benzeyen meyhane)nin ya$h kepp (durumundaki 
meyhaneci;) meyhane du§kunlerini kendine mahrem et de, bahaneleri 
bir kenara birakip, prabin sirrini onlara apkla! 
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Avni bu beyitte de yogun jekilde tasawufi mecazlar kullanmi§tir. 
“ Pir-i deyr” , kilisenin ya§li papazi demektir -ki, realitede meyhaneciye 
tekabtil eder- ve bununla tekkede irjat makaminda bulunan §eyh 
kastedilmijtir. Yahut biitiin diinyanin tapinaga benzetilmesi 
durumunda da, “pir-i deyr ” Tanri’yi anlatir. Meyhane demek olan 
“harabat” ile tekke anlatdmak istendigine gore, “ehl-i harabat” 
(meyhane dti§ktinleri) ile de ilahi a$ki tahsil etmek i<pn seyr ii stiluka 
giren tekke ve tasawuf yolu yolculan kastedilmektedir. Tarikat 
pirinden veya Tann’dan aciklamasi istenen “ bade sim” ise varligin 
olujumunun sebebi, zaman ve mekamn var olu§unun esasi olan 
“a$k”tir. §air, Tann’dan, kullarim kendine yakmla^tirarak kalplerine 
ilham vermesini ve onlari varligitt -dsk/ojan. ilahi a$ k hususunda bilgi 
sahibi kdmasim dilemekte; bu a^ada da kendisinin a§k co^kunlugu 
ve yakininin artirilmasim istyme^tedjr. 

3■ Eger (onlar),ifu (agikldyacagin digk) garabttUn sirlari yiizunden 
cogarak kendilerinderf gegeceF olu r larsa; insanf kendinden gegiren 
garabi sunarak onlanjnest eyle! / :-j 

4. O garap ki; gojful afnasdfu fikd^ 


f,hastdu yikdyip temizleyerek, oradan, 
ategperestler gibi surdurufen zJvkju s)ftvStemleri ile zaman ve zamane 
insanlannm cefa ve eziyetlerini(n izlerim) giderir. 

“Ay/’ ya$ama, yeme igne, eglence, zevk ii safa demektir. 
Tasawufta ise “Hak ile tins halinde olmaktan hasil olan haz, bu 
hazzin juuruna erme ve onu idrak etme” anlamina gelir. “ Mugane” 
de “ate§perestce, Mecusi gibi” demektir ve “ayg-i mugdne” tamlamasi 
iq;erisinde, gece gtindtiz yiyip i^erek, zevk ti safa ile stirdtirtilen stifli 
bir hayat anlayijim yansitir. “§iist ii guy” da “yikama, temizleme” 
anlaminda olup, tasawufta; 1) kusurdan ileri gelen dti^tinceleri 
kaldirip atma, 2) ajik ile majukun safasi demektir. “Cefa”, ltigatte 
“ayrilik acisina dtijtirme, uzak ve soguk durma, vefasizlik, eziyet, 
incitme, haksizlik” anlamlarma gelip, tasawufta ise “salikin 
gonltinti marifet ve tema$aya kapatmasi” halini karjilar. Btittin bu 
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izahlardan sonra, beyitte mecazi ifadelerle verilmek istenen mesaji 
§oylece ozetleyebiliriz: - Metinde insani mest eden bir $arap “ mey-i 
bihodane ’ olarak tavsif edilen- ilahi a$k ve co§kunluk; goni.il aynasini 
diinyevi zevklerin, zamanin ve zamane insanlarinm kalbi marifet ve 
tema$adan uzaklajdran cefasinin etkilerinden temizler ve a§ik (kul, 
miirit) ile ma$uk (Allah) arasindaki safayi ger 9 ekle§tirir. 


5. Musa Kelimullah’m (Tur-i Sina’da gordiigii Tanri) atefinden 
bir yalim aimak istersen (veya onun ilahi bir mucize olarak, o atefm 
yaninda Tanri ile konuftugu gibi, dile gelip olaganiistii sozler soylemeyi 
dilersen; igi) kilise (mahfili gibi, kandillerle donanmi / olan meyhane) 
nin iist katma nazar et de y orada ferrc\lnrf (kadehlere) nasil bogaltildigini 
gor!.. / tj 

Bu beyti dogru anlayabilmek^dn, izah ediknesi gereken bir<;ok 
husus bulunmaktadrr. ^ ^ / 0 


Ikinci misradakf 1 “sakfi dpyr” ferl^bi aslinda “kilisenin tavani, 
isi veya sofasi” afilamindadir. Ancak, dahi Ancekj beyitlerde de 


ijatisi veya sofasi” afilamindadir. Ancak, daha ti'ncekj beyitlerde de 
temas edildigi gibi, yarfi tapinak, kilise, manastir ile kastedilen, 
hakiki anlamda “meyhane”; mecazi dnldnacla ise “insaniyet alemi, 
arif ve evliya meclisi, tenhe A'edckni 1 /arif miir$idin ilahi a$k, §evk 
ve marifetle dolu kalbi”dir. 1 “Deyr’e “meyhane” anlami verildigi 
takdirde, “ sakf-i deyr’ tamlamasi da “meyhanenin (jatisi, tavani 
veya sofasi” demek olur. Bu ise, meyhanelerin orta yerinde bulunan 
sahanhgi, itibarh mii$terilerin agirlandigi bir List kati yahut birka^ 
adim merdivenle 9 ikilarak bir kova yardimi ile agzindan kadehlere 
$arap bo§altilan biiyiik §arap figilanm akla getirmektedir. Nitekim, 
daha 90 k C^aylak Tevflk olarak anilan Mehmed Tevfik (1843-1893) 
istanbulda Bir Sene adli kitabinda, Istanbul’un eski meyhanelerini 
anlatirken bu hususa deginir ve $u bilgiyi verir: 

“Gelelim fi^ilara, kiiplere... §araplar kebir fujilara kondugu gibi, 
biiyiik kiiplerde dahi saklandigindan, meyhanelere humhane dahi 


1 Bkz. Suleyman Uludag, age. s.365 vd. 
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denir.... Bu fi^ilar gayet biiyiik oldugundan, meyhane apostollari 
kovalarla $arap aimak Rin agizlarina merdivenle ^lkarlar...” 1 

Yine aym konu ile ilgili olarak Re?ad Ekrem Ko^u’nun Eski 
Istanbul’da Meyhaneler, Meyhane Kogekleri adli eserinde ?u bilgi 
bulunmaktadir: 

“Bazi gedikli (meyhane) lerde itibarli mii$teriler i^in birka^ basamak 
merdivenle 9 ikilan balkonlar, “firvan’lar bulunurdu. Bazisimn da 
bir list kati ve bu kat iistiinde miikemmel do$enmi$ odalari vardi...” 
“Meyhanenin bir duvari boyunca gayet biiyiik ve iijlerinde cins cins 
§arap ve raki bulunan figilar ve kiipler dizilirdi. Oyle ki bu fi 9 ila- 
rin kocaman tahta liilelerine merdivenle 9 ikilir ve kol gibi fifkiran 
i 9 kiye 9 anak, bardak filan degil de jjocaman kovalar, 9 am 9 aklar 

tutulurdu....” 2 r -I__J b- 

/ f i 

“Ferdg” ise su ve §arap gibi 7 mayi cinsinijen §eylerin kaplara 
bo$altdmasi anlamuidadir. /Beyifte Tu fiil ^mey feragi ” ?eklinde 
geijmekte ve yukardaki izahljtra uy^iujTdarak, meyhane miijolarmm 
merdivenle ijikarak; 1 fi^inin ^gzmdarj/kova yardmu ile kadehlere 
?arap bo?altmasi hdclisesine i?aret etmektedir. 

Ikinci misrada yer dlan “nqr~i fyelinj? t^inlamasi ise, “Kelimullah 
olan Hz. Musa’mn Tur -dagipda gurdpgti dte?” demektir. Kur’an-i 
Kerim’de anlatildigi iizere 3 , Hr. Musa, Medyen’den, annesinin 
bulundugu Misir’a dogru giderken yolunu kaybetmi?tir. Ansizin 
Tur daginda uzaktan, agacin yamnda yanan bir ate? gormii?tiir. Hz. 
Musa, ailesine “ Bekieyin, eminim ki bir ate§ gordiim. Belki ondan size 
biryalim getiririm veya atepn yanmda biryolgosterici bulurum.” der. 
Oraya vardiginda, kendisine (Allah tarafindan) “ Ey Musa!Muhakkak 
ki ben, evet ben senin Rabbinim. Hemen pabu^lanm cikar; (tinkii sen, 
kutsalvadi Tuva’dasm!..” diye seslenilir... 

Klasik edebiyatimizin jairleri icpin en biiyiik kaynak olan Kur’an-i 

1 Mehmed Tevfik, Istanbulda Bir Sene, s. 163-4. 

2 Re?ad Ekrem K 09 U, Eski Istanbul’da Meyhaneler, Meyhane Kbfekleri, s.7. 

3 Kur’an-i Kerim, Taha Suresi, 9-13. 
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Kerim’de gecen ve belki de en 90 k telmih konusu yap 1 1 an hadiseler 
biitiinii, Hz. Musanin ba?indan ge<?en olaylardir. Onun Kur’an’da 
zikredllen veya Tevrat’ta anlatilan kissalannin hemen hemen 
tamami, degi?ik vesilelerle konu edinilmi?, bunlar divan ?iirinin 
zengin mecazlar hazinesi igerisinde belki de en onemli yeri almi?tir. 

I?te Avm’nin bu beytinde de “nar-i KeLim” terkibi ve “zebane” 
sozciigii, Hz. Musa’nin bu kissasina telmihte bulunmakta, bir taraftan 
da tasawufi baglamda derin ve zengin bir anlam diinyasinin kapisim 
aralamaktadir. Bir kere “nar" (ate?), klasik edebiyatimizin te?bih ve 
istiare sistemi icerisinde -renk ve etki yonii ile- ?arabi hatirlatirken; 



benzetmekte, ayni zamanda da Hz. Musa gibi, Tanri ile sirda? 
hale gelerek ilahi sirlara vakif olmanin ancak o ?arabi -ki bu, ilahi 
a?ktir- icmekle miimkiin olabilecegini anlatmaktadir. Avni, burada 
meyhaneyi veya orada bulunan biiyiik ?arap ficisini da, dolayisiyla, 
“ Tur-i a§k” (a?k Turu) olarak tanimlamaktadir. Fatih Sultan Mehmed 
bu benzetmeyi 52. §iirinin 2 . beytinde de dogrudan dogruya 
kullanmi?tir: 

Hum-i meyden gotiiri alemi seyran edelim 

Tur-i ‘i?ka cikalim yine miinacat edelim 
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(Gelirt ey dostlar); §arap kupunden (kadeh kadeh goturerek) butiin 
bir alemi seyran edelim; (boylelikle) a§kin Tur dagina fikarak, yine 
(Tanri He) fisilda§alim, gizli gizli soyleselim. 

6. (Ey dostlar,) Avni her ne kadar o (a$k §arabmm iyildigi meyhane) 
meclisine katilmaya layik degilse de, bari engel olmayvn da, engine yuz 
suruversin. 

Metinde geijen “astane”, “kapinin e§igi” demekse de “dergah” ve 
“tekke” anlamina da gelir. Ejik opmek, e§ige yiiz siirmek ise tekke 
adabindandir. Tekke miidavimleri ve dergahin baglilari buralara 
girerken kutsal sayilan e$igi operler. 
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who have come to the lodge to embark on their journey in and 
toward divine love. As for “the secret of wine” ( bade sirri) that is to 
be imparted by the shaykh or by God, it is a trope for love, which 
is the effective cause of creation and the foundation supporting the 
existence of time and space. Thus, in this couplet, the poet is asking 
God to bring His servants close and inspire their hearts, and he 
is requesting that they be made privy to the secret of divine love, 
which is the reality of creation; at the same time, he is asking that 
his ecstasy and knowledge be increased. 

3■ If they Lose themselves in ecstasy from the secrets of wine, give to 
them of the ecstatic wine andmake iherj-i (Lnink! 

4. That is the wine that wipes $lean the Tablet of the heart and takes 
away torment with pagan pleasurlp/' / 

The word ‘ay§ -Ifierc trafjslafyd isyF pleasures” - means literally 
“living”, “eating and drinking”,i /enjq^mentT .and “pleasure”; in 
Sufism, it refers to the fully conscious joy thatrrdsults from dwelling 
in the truth of GodfTJie weird mugafne - translated here as “pagan” 
- means literally “relatlyd to Zoroastrianism or fire worship”. 
Thus, the phrase “pagan pleasures” fayf-i mugane) reflects a base 
understanding of life, a life given over to constant consumption and 
perpetual pleasure. The phrase “wiping clean” (just u §uy) has two 
meanings in Sufism: (1) the removal of thoughts that result from 
flaws or faults; and (2) the joint delight of the lover and beloved. The 
literal meanings of cefd - here translated as “torment” - encompass 
concepts such as “experiencing the pain of separation”, “remaining 
distant and cold”, “infidelity”, “cruelty”, “offense”, and “injustice”, 
but in Sufism the term is used to refer to the closing off of the 
wayfarer’s heart to wisdom and witness. 

Keeping all of these definitions in mind, the couplet’s figurative 
meaning can be summarized as follows: The wine defined in the 
previous couplet as an “ecstatic wine” ( mey-i bi-hodane, lit. “wine that 
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takes one out of oneself”) cleanses the drinker of the torment that 
distances the mirror or “tablet of the heart” ( levh-i dil) from divinely 
inspired wisdom and witness and thus establishes a relationship of 
joy between the lover (viz. the servant of God, or the disciple) and 
the beloved (viz. God, or the spiritual guide). 

5. Come and see how the wine is poured out at the ceiling of the 
church if you want to take a tongue of flame from the fire of the Speaker! 

A full understanding of this couplet calls for an explication of a 
number of its different elements. 

The phrase “the ceiling ofxhechurph” (sakfi deyr ) refers literally 
to a church’s roof, ceiling, or upper ga/kjrjy However, in the previous 
couplets the “church” has been established as signifying the tavern, 
whose figurative megping is fhc yrorld of hurrtan beings; a gathering 
of wise men and saints; the hpdrP/ie^ldte witlrdivine love, longing, 
and wisdom - of the'perfect apd wise cjAciple of a dervish lodge”. 1 If 
the “church” in facGsignifies the tavern, then "the phrase sakfi deyr 
comes to mean “the^tpvernV roof, cdlipg, or Tapper gallery”. This, 
in turn, brings to mindJyithcT t\rc taVertfs^entrally located seat of 
honor or upper floor, whef/hh bored guests would be seated (cf. 
#4\/5, #54/2), or the large casks of wine used to fill small buckets 
with wine for distribution and reached by means of a small set of 
steps. In his book Istanbulda Bir Sene (“A Year in Istanbul”), the 
writer Mehmed Tevfik (1843—93) - better known as C^aylak Tevfik 
(“Tevfik the Naive”) - mentions this while discussing Istanbul’s old 
taverns: 

And as for the barrels and jugs [...] just as wine would be put in 
large barrels, so would it also be stored in large jugs, and for this 
reason taverns were also known as “barrelhouses” [humhane\. [...] 

As these barrels were very large, the taverns wine boys would get up 
to the taps on small steps, where they would put the wine in pails 


1 Suleyman Uludag, op. cit., p. 365 ff. 
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Similarly, Re§ad Ekrem K 0911 says the following in his book Eski 
Istanbul’da Meyhaneler, Meyhane Kogekleri (“Taverns and Tavern 
Dancers in Old Istanbul”): 

For some of the more esteemed frequenters of the [tavern], there 
would be terraces or §irveins reached with a few steps. Some [of the 
taverns] also had an upper floor and, on this floor, very finely deco¬ 
rated rooms. [...] 

Along one wall of the tavern would be ranged very large jugs and 
barrels with a great variety of wines and rakis inside. These barrels’ 
huge wooden taps were reached by means of steps, and the drink 
that spurted out [from then)] as thick as an arm would be caught 
not in bowls, glasses, etc., bujjn rriasslveTuckets and scoops. [,..] 1 2 

As for the word ferag- translate dhere as “poyred out” - it signifies 
the pouring of watetjor ferniented beverages ihFo cups or vessels. In 
the couplet, it is specified as^fhe)pouring of wjne” (mey feragi) , and 
refers to the wineSefvers’ pouring Wiiy into cttgS from the buckets 
they have filled at tfie tavern’s large barrels. 

''Q / / / r "' J 

In the second hemistich,/the^hr^Scy’the fire of the Speaker” 
{nar-i Kelim) refers to tire firy-^en by/Moses on Mount Sinai; one 
of Moses’ epithets is “the One who Spake with God” ( KeLimu’l-ldh) 
owing to the fact that he is said to have spoken with God on Sinai. 
The story is told in the Qur’an 20:9-13: 

Hath there come unto thee the story of Moses? When he saw a fire 
and said unto his folk: Lo! Wait! I see a fire afar off. Peradventure I 
may bring you a brand therefrom or may find guidance at the fire. 

And when he reached it, he was called by name: O Moses! Lo! I, 
even I, am thy Lord, So take off thy shoes, for lo! thou art in the 
holy valley of Tuwa. And I have chosen thee, so hearken unto that 
which is inspired. 3 

1 Mehmed Tevfik, Istanbulda Bir Sene, pp. 163—4. 

2 Re$ad Ekrem Kogu, Eski Istanbul’da Meyhaneler, Meyhane Kdfekleri , p. 7. 

3 Translation by Muhammad Marmaduke Pickthall. 
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The Qur’an is the source most commonly alluded to in classical 
Ottoman poetry, and the Qur’anic stories relating to Moses are 
among the most frequently used, with almost all of them having 
been used or alluded to at one time or another with various purposes, 
thus greatly enriching the stock of figures in the Ottoman poetic 
tradition. 

In this couplet, both the phrase “the fire of the Speaker” and the 
word “flame” ( zebane) are allusions to this particular story of Moses, 
and open the door to a world of rich and profound Sufic meaning. 
The word “fire” ( ndr ) is, in classical Ottoman poetry, a trope for 
wine owing to their shared red cplc^r- and “burning” effect; while, in 
the Sufi conceptual systenvftfe sigiiifiesToVe and the heat or passion 
of love. The word zebdne - translated here as “tpngue of flame” - can 
mean not only “a flame”, but also “lahgpage,^the power of speech”; 
it thus signifies, orrthe one hafid,/the/fame seen and taken by Moses 
on Mount Sinai, and, on thexdthjsif harm, the speech that passed on 
Sinai between Moses^and God. 


Here, then, the pbep likepS t\)£ apt^pf pouring wine into cups 
from the tavern’s large bafrels/^or,ralt6rjiatiV^Iy, the drinking of wine 
on the tavern’s upper floor - to the taking by Moses of the flame seen 
on Mount Sinai. What this signifies is that, just as was the case with 
Moses, it is only possible to become the confidant of God and gain 
an awareness of divine secrets by drinking the wine that is divine 
love. The wine barrels are thus used as a trope for “the Sinai of love” 
( Tur-i ‘ifk) , a concept expressed directly in #53/2: 

Let’s quaff a row of cups and travel the world round 
Let’s climb love’s Sinai and speak with God without a sound 

Hum-i meyden gotiiri 'dlemi seyran idelum 
Tur-t ‘i§ka fikalum yine miinacat idelum 


/ / 
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6. Though Avni may not be worthy of going to such a gathering, 
don't hold him back, but let him kiss the threshold. 

The word “threshold” {dstdne) signifies, on the figurative level, 
the dervish lodge. Kissing or bowing before the threshold is a 
custom of the lodge: those who enter the lodge, as well as those who 
are resident, bow and kiss the lodge threshold, which is considered 
sacred, whenever they enter. 
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1. Yime dilberler gamin ey dil ki zar eyler seni 
Ger ‘aziz-i alem isen dahi h^r eyler seni 

2. Ger siyeh kakiillerun sevdasin eylersen heves 
‘Alem iyinde peri$an-ru£gar ^yler seni 

S' IS Cf 

3. Yiiz siirem bir $ehsiivarun^Ltiizine dime/ 
Dahi gerdine -eri^medin gubar^eyler sefu~ 


4. Dir 
Bu s 


i / / ^ 

ir imi$siin yejuma c&rf'vkene'rahm eylerem 
I soz ehl-i hysn i (pride $erm-sar eyler:seni 


eyler: syr 


A Ur /N/ 

5. E$k-i sim ii ruy-i zerdiif ^ltmashai'cYyleyup 
‘Avni bir gun dostum kenduye yar eyler seni 


1 (70). AE /21b. 
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70. §iiR 

1. Eygoniil; sakin dilberlere (tutulup da) gamlanmyeme! Yoksa (bu 
gam) seni dermansiz bir hale dii§urur de, dunyamn en aziz insani bile 
olsan, ikiparahk eder. 

Avni “ dilberler garni ’ ibaresini iki anlama gelecek §ekilde 
kullanmijtir. “Dilber garni ’ yak in anlamiyla sevgili yiiziinden 
cekilen sikinti ve derdidfade edei/ke^ijruzak anlamiyla da “esrar”i 
anlatmaktadir. §air “ dilb erlfrgarni) ibartisimn “esrar” anlami ile iham-i 
tenasiip yapmijtir. Beyitte bulunap /, ‘zar” (zaydlgiicsiiz, inleyen) ve 
“hir” (hor, zelil, degersiz, ikd parahk/ spzciikleri, de “ dilberler garni’ 
ibaresinin “esrar” anjami ile/fenadip Almturmaktadir. Bilindigi gibi 
esrar diifkiinleri yejneden i^medendtesilere& J zayiflamaktadirlar. 
Ayrica, eski anlayift^srar icmek dii§uk insarjl^rin i§i olup, insanlar 
arasinda itibar kayb 1 r iVnpden^pl anjsir pil ^>1 ar ak kabul edilmektedir. 

2. Eger (o sevgilinin) siyoFkdk'uUerinm sevdasi hevesine kapilacak 
olursan, (bu heves) seni diinyada penman ve darmadagimk bir hale 
dufuriir. 

3■ Sakin, at binici birgiizelin atimn izineyiizunu sureyim deme! O 
usta binici, daha ba§mi topraga koymadan, seni toz edip goge savurur. 

Metinde gecen “ )ehsiivdr ”, “gerd ’ (toz, toprak) ve “yiiz siirme” 
unsurlari birlikte diijuniildugunde, beyitte, ilk goriilen anlamdan 
farkli hususlar akla gelmektedir. 

Klasik edebiyatin anlam ve kiiltiir diinyasi igerisinde “Tanri- 
giine§-padi§ah-sevgili”den ibaret dortlii sistem biiyiik onem ta$ir. Bu 
dort varlik, temel hususiyetleri ve sifatlan bakimindan birbirlerine 
benzetilirler ve istiare unsuru olarak sik sik birbirlerinin yerine 
kullamhrlar. 









Diwdn of Sultan Mehmed II with Commentary -70 | 509 


Metinde, sevgiliyi anlatmak icpin se9ilen ehsiivar ” bir taraftan 
giizellerin padi§ahi olan sevgiliyi anlatmakta; diger taraftan da 
-divan §iirinde en 90k ge9en konulardan biri olan giine§-zerre ilifkisi 
9er9evesinde- Tanri ve giine^i yagri^tirmakta; bunun tasawufi 
mecazlar sistemi i9erisinde aldigi anlama uygun olarak da, kulun 
fenafillah yolundaki yukselij seyrini (seyr-i uruc) hatirlatmaktadir. 


Giinejin harareti ile hava lsminca, tozlar yerden yukariya dogru 
yiikselirler ve i§igin etkisi altinda sanki giine§e dogru hareket 
ediyormu§ gibi bir goriintii verirler. Eskiler bu hadiseyi zerrelerin 
giine§in cazibesine kapdarak ona dogru kojmasi feklinde tefsir 
etmijler; buna bir de tasawufi anlgrrvyukleyerek, zerrelerin giine§e 
kavujtugu ve hatta giiriej oldu^tT gityGa^k yolunda ilahi cezbeye 
kapilip seyr-i uruca giren salikirf dy Tanri’ya vasd olup onda fena 
bulmasi hadisesine ^ejmihte^ulpmnp^lardir. < 

Zerrelerin gtitjg^e dogytf^ yifksefckkleri ve giine$ olduklari 
dii§iincesi ile ilgili olarak Gelibolulu Mustafa Ali’diin Tukfetii’l-U§§&k 


adli mesnevisinin 121 3 - beyti orrjejk olarak gdspmlebilir: 

y / 

■ r / / 

Zerre-vej raks-kiinanyzyle pizi 


‘I§ik ile mihr-i nihan eyle^iz^ 




y 


Sevgilinin ayaginin veya atimn ayagimn topragina yiiz siirme 
motifi de divan §iirinde 9ok9a rastlanan bir husustur. Burada, 
sevgilinin ayagi veya mahallesi topraginin siirme (kuhl) veya tutiya 
olarak diijiiniilmesi esastir. Siirme veya tutiyaise siis i9in goz kapaklari 
i9ine 9ekilen siyahimsi veya lacivert bir tozdur. Isfahan siirmesi 
olduk9a me§hur oldugu i9in klasik edebiyatimizda “kuhl-i Isfahani” 
(Isfahan siirmesi) sozii 90k ge9er. Siirmenin, sicak 90I ikliminde 
gozleri giinejin parlak ljiklarindan korudugu veya goziin gorme 
kabiliyetini artirdrgi soylenirdi. Hatta bazi siirmelerin birtakim 
acayip jeylerin goriilmesine sebep olduguna, bunu gozlerine 9eken 
kijilerin biitiin yildizlan kendi yerlerinde miikemmel bir jekilde 
gordiiklerine ve yogun cisimlere niifuz ederek arkasindaki nesneleri 
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mii§ahede edebildiklerine inanihrdi. 

i§te -padifah, giine§ veTanri gibi degerli olan- sevgilinin ayagimn 
yahut mahallesinin topragi bu dii$iinii§ sistemi iperisinde bir nevi 
kutsalla§makta ve ona yiiz siirmenin -ki bu, ona kar§i duyulan 
baglilik, tazim, itaat ve sonsuz muhabbet ve ajk duygularimn 
semboliidiir- can (goniil) goziinii aydinlattigi yani basireti artirdigi 
hususu vurgulanmaktadir. Can (goniil) gozii, gaflete dii§meden 
ve duygulara kapilmadan ileriyi ve ger^ekleri isabetli olarak 
gorme yetenegidir. Aynca nuru ile aydinlanmi§ kalbin, nesnelerin 
hakikatini ve i<j yiiziinii gorme giiciidiir. Buna “kudsi kuwet” de 
denilmektedir. 1 _ 1 

( y r 

Siirmenin (tutiya) basiret, ^prii§ ve Vezi§ giicii, kudsi kuwet 
anlaminda kullammi ile ilgili olarak 7 15. yiizyrUb-giiplii jairi Tacizade 
Cafer (^elebi’nin ^u beyti orpek gojtgrUcbilir: -y 


Ne meclis olur kiihak-i paid yyj 

Can pejmine‘ayiw.tudyadurj / -o 

y ' y , 

O nasil bir meclistir-Jd; ayakfarinintetpiz topragi can goziiniin 
siirmesi gibidir. ^ j ' J 

Biitiin bu izahlarin i$igi altinda beyti tasawufi perpevede §oyle 
anlayabiliriz: 


“ (Ey hakikatyolcusu,) o mutlak giizellikpadifahi Tanri’nm yoluna 
ba§ koyar ve ona ulapna yolunda -her tiirlii diinyevi baglantilardan 
kendini uzak tutup- biitiin varligim ugrunda feda edecek olursan; o 
padi§ah, daha sen buna niyetlenir niyetlenmez gozuniin oniine gaybm 
biitiin giizelliklerini atfarak sana efyanm hakikatini gosterip seni kendi 
yoluna kilavuzlar ve zerrelerin giinefe gekilifi gibi, hizla kendine 
yiikseltir. ” 


1 Suleyman Uludag, age. s.86. 
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4. (Ey sevgili,) “Yoluma can verenlere aciyorum. “ diyormujsun... 
(Korkanm ki), bu soz seni giizeller arasinda makeup duruma dii§iiriir! 

Bu beyit de iki anlama gelecek jekilde nazmedilmi§tir. Bu cift 
anlamlilik “ehl-i hiisn” terkibinin ta§idigi iki farkli anlama paralel 
olarak ortaya cikmaktadir. “ Ehl-i hiisn ” terkibi “giizellik sahipleri”, 
yani “giizeller” anlamina geldigi gibi; “giizellikten anlayanlar”i, yani 
“a$iklar”i da kar§ilamaktadir. Bu terkibin her iki anlamina uygun 
olarak beyit §u farkli anlamlari kazanir: 

“ Ehl-i hiisn” tin “giizellik sahipleri, giizeller” anlamina gore: 


“Yoluma can verenlere aciyorun],” diyormu§sun... (Korkanm ki), 
a^iklara eziyet ve cefa etmek^anmd^npelan giizeller, bu soziinden 

dolayi seni kinarlar ve bu merh^metin ytiziinden onlarin arasinda 

/ /■ 

maheup duruma diijersin...” 


/ 


Aym terkibin “ghzellikteiyanla^arddr^ amildar anlamina gore: 

'Ey sevgili, “Ytdpma ca-/ vtrinldre aciyartipi. ” diyormupun... 
Dikkat et, sonra sdZrverdigi tvhalpe big merhahietimn geregini yerine 
getiremez, a$iklara vuda^min/,limptini/taftirmaz, boylelikle soziinde 
duramamamn utancim ydyarjfnlj. r 






5. Ey sevgilim; bu Avni gozya^larmm gumii$u He, (sararmif) 
yiiziiniin altimm yoluna harcayarak bir gun mutlaka seni kendine yar 
edecektir. 
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1. Heart, do not agonize over heart-stealers, or agony will wear you 
thin with despair and, he you the most valued person in the world, 
make of you a worthless wretch. 

Here, Avni uses the expression dilherler garni - translated here 
as “agonize over heart-stealers” but literally meaning “the agony 
caused by heart-stealers’V'with dvcippshblc meanings. The primary 
meaning is the more literaTone;gamely, me pain and agony caused 
by the beloved. The secondary meahing is the^jhrase’s use as a term 
for opium. With this secorfcl possibleyeaning, the poet is using 
the rhetorical device: known As ihamd. teyidsiib, having the reader in 
doubt as to which the possmle meanings is being employed. The 
words zdr (“thin, we^”) and hdrj “worthless”,) lyxist in a relationship 
of congruity {tendsubfd/ iph tficn ican i ngAf dilherler gam i as “opium”, 
inasmuch as opium isApharpotic tbaTynakfcs the addict thin and 
weak and causes him to lose the respect of society. 

2. If you are caught in desire for those black locks, in this world it 
will make of you a wretched thing. 

3- Do not say, “Let me bow down in the tracks of a master rider’s 
mount"! Before you can reach the dirt, that rider will scatter you like dust. 

Here, considering the words “master rider” (jehsiivdr) and “dirt” 
( gerd) and the phrase “bow down” (yiiz siirme ) as being all of a piece 
results in a set of associations wholly different than is apparent at 
first sight. 

In classical Ottoman as well as Persian poetry, the matrix 
consisting of God, the sun, the sultan, and the beloved is a highly 
important one. These four concepts are all compared to one another 
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in terms of their qualities and characteristics and are frequently used 
as tropes for one another. In the text, the word $ehsuvar (“master 
rider”) is used to refer to the beloved: on the one hand, this is the 
beloved who is the sultan or ruler of beautiful beloveds; on the other 
hand, and taking into account the frequent use in Ottoman poetry 
of the relationship between the sun and a grain of dust that can 
be seen only when struck by the sun’s rays, the word also brings to 
mind both God and the sun. At the same time, when considered 
in connection with the figurative conceptual system of Sufism, the 
word is reminiscent of the Sufi wayfarer’s road of ascent toward God 
(. seyr-i 'uruc, v. #53/2 and cf. #8/2, #56/5) to achieve the annihilation 
of the self in the divine presence} 

Dust seems to rise from the ground Vmen the air is warmed by 
the sun’s heat, thus giving the apj)Carance thaGrcis rising toward the 
sun under the in finance of Are. iighr^jh the past, the explanation 
given for this was that the gmnj of dust^were attracted to the sun and 
would thereby rush'loward it. In Sufism, this belief was used to form 
a spiritual comparisorGiften ylluded tp in poetry: just as the grains of 
dust would join with suq/kndGiispjjpcar, so would the spiritual 
wayfarer on the road of aScent/qyenttiiUJjPacIueve union with God by 
means of an annihilation of the self in the divine presence. 


Couplet 1213 from Gelibolulu Mustafa Alt’s work Tuhfetii’L- 
'u$ak (“Gift for the Lovers”) can be given as an example of this 
notion that grains of dust would rise to and join with the sun: 

Like a dust mote make dancers of us 

With love make a secret sun of us 

Zerre-vej mks-kiindn eyle bizi 

‘Ifk ile mihr-i nihan eyle bizi 

The motif of the lover bowing down before or even rubbing 
his face in the dirt at the feet of the beloved or the beloved’s horse 
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is a very common one in classical Ottoman poetry. The basis of 
this is the idea of this dirt being used as kohl ( kuht) or collyrium 
(tutiyd) for the eyes Uf #12/4, #33/1, #51/5, #63/1, #72/1). Kohl 
or collyrium is a blackish or dark blue powder spread on the eyelids. 
As kohl originating in Isfahan was especially well known, the phrase 
“kohl of Isfahan” ( kuhl-i Isfahant) was rather frequently used. It was 
said that kohl could strengthen the power of vision and that it was 
useful in protecting the eyes from the sunlight in a desert climate. 
In fact, it was even believed that certain types of kohl could cause 
bizarre and wondrous things to appear, that anyone who applied 
it to their eyes would be able to see the stars with unprecedented 
clarity, and that putting _kohton f Opc's/eyes WO uld even allow one to 
see through solid bodies. ^ * 0 

With all this in mind, we^ee frlttfc belovddis granted the same 
value as the sultan^t^e sun, apd/God, ahd thaTaccordingly the dirt 
at the beloved’s fe£T or at tne^feet of^the beloved’s horse or in the 
vicinity of the beloved’s home is effectively socialized, and that to 
bow down into it - arfactionphatis a symbol ofdevotion, exaltation, 
obedience, and eterndf lpve -Js ttyCmpfiaslze the enlightenment of 
the soul or heart’s eye, or dfeyi|crfe%e^oPthe power of foresight. 
The soul or heart’s eye is the power of accurately seeing the future 
and seeing the truth, without becoming negligent or giving in to 
passions. Similarly, the heart that has been lit with the divine light 
is the power of seeing the inner reality and truth of things; this is 
known as “the holy power” (kudsi kuvvet )3 

The 15 ,h -century poetTacizade Cafer C^elebi wrote the following 
couplet, which touches on the power of kohl to grant foresight and 
perception: 

What gathering can there be whose purest dust 

Is an eye of kohl for the eye of the soul? 


1 Siileyman Uludag, op. cit., p. 86. 
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Ne meclis olur ki hak-i paki 

Can (ermine ayn-i tutiyadur 

In the light of all this, Avni’s couplet can be interpreted within 
the conceptual system of Sufism as follows: 

O traveler on the road to truth! Should you be willing to give your 
life on the path to God, the sultan of absolute beauty, and, divorc¬ 
ing yourself from all worldly bonds, should you sacrifice your whole 
being to Him, then as soon as you have decided on such a path, 

God will open to you all the beauties of the hidden world to show 
you the reality of things, and will guide you on this path and, just as 
the sun draws motes of dust unto itself, He will speedily draw you 
up to Himself. , ( 

V '■ " r r 1 

( -J- / y r 

4. The beloved says, “Heftv I pity those U>ho give their Lives chasing 
me!” Among the people of beauty, tfy remark isy cause for shame. 

This couplet is- also corripos^d irf strch a way as to give rise to 
two different readings. This dduble meaning emerges from the 
two different significations df till phrase “the-' people of beauty” 
{ehl-i husn): this phtase can meat) eitfier “people who are beautiful” 
(i.e. beloveds) or “pebple who ydiyitpud beauty” {i.e. lovers). 
Interpreting the coupleFdccoyd^ng iojfpseAwo different meanings, 
respectively, the following readings' emerge: 

1) The beloved says, “How I pity those who give their lives chasing 
me!” But among the beautiful people whose work is to torture lov¬ 
ers, this statement will be seen as a mercy, and they will condemn 
you for it and cause you to feel shamed in their sight. 

2) Your love says, “How I pity those who give their lives chasing 
me!” But be careful, for you will not be able to bring such a mercy 
to fruition or allow lovers to experience the blessing of union, and 
so in the end you will feel shamed for not keeping your word. 

5. Spending the silver of tears and the gold of pale cheeks on you, 
Avni will someday make you his love. 
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1. Gor ol Tiirk-i Hitayi nu$ kilmi$ cam-i sahbayi 
Salar dil milketine tiirktaz-i katl ii yagmayi 

2. Ruhi naziikliik ile yele virmi$ giiller evrakin 
Kadi ^apiikliik ile hake.salar sery-i ranayi 

s' -i/ F) 

3. Lebinden buse men'ine (^ekerken gamzesi hanger 
Ka^an miimkki/ durur/dilddn gi^iirmekTTu temennayi 

S' /'// § 

4. Behar-i ariz-t-d.ilberde tazeldiillSr a<plmif 


Iderse n’ola biilbul gi b Ga$ijcla t it ma^sayy 




/ v 

r. / / 


(, 


5. 


‘Aceb mi mug-be^dnud/llpbi^aafj balf^ina can virsem 
Ki bu deyr-i kiihenden ta$ra salmi$dur Mesihayi 


6 . Harabat ehliniin yamnda 91 m bir ciiraya degmez 
Yeridiir ate$e salsam libas-i ziibd ii takvayi 

7 . Ni^e pinhan idem kim ate$-i ‘i$k u mey-i ru$en 
Kilur izhar ^ak-i sineden her sirr-i ahfayi 

8 . C^ikar cam-i Cemi ‘Avni hazinenden tema$a kil 
Eger bilmek muradunsa ke-ma-hi kar-i diinyayi 

1 (71). AE /22a. 
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cekiyorlardi. Farisi cdebiyatinda Tiirk kelimesi erkek giizeli karjiligi 
olarak kullamlmi§tir.” (RizaTevfik, Kamus-i Felsefe, 668).” 1 

2. (O sevgilinin) yanagi naziklikte gill yapraklarmi havaya 
savurmug; endami ise (riizgdr gibi) hafifge akip gitme iginde giizelim 
servi agacim (utancindan) topraklara salmi$tir. 

“ Yele verrnek” (havaya savurmak, riizgarin online katmak) ifadesi 
deyim olarak da “ (bir §eyi) savurmak, bo§una harcamak, ziyan etmek, 
degerini dii$iirmek” anlamlanna gelir. “ Hake salmak” ise “(bir jeyi) 
toprakta birakmak, topraga bagh hale getirmek” demektir. 


§air birinci misrada sevgilinin ^yanaklarmin naziklikte giil 
yapraklarinm degerini r 6. ii^irrdhgiinii'^ soylerken, solan giil 
yapraklannin havada ucu§masi kadjsesinf de hatirlatmakta ve hem 
iham, hem de hiisoijtalil y^pmpkta^ikinci ifnsrada ise “sevgilinin 
uzun ve mevzun bayu cilveH/^e^ydafi^airuyu^te, servi agacim (bile 
utandirmi§ ve onit}-topraga s^lmistir j(tbprakta.ja^amaya mahkum 
etmijtir)” diyerek friisniitalilin bi r pa$ka ornegihi vermektedir. 

. y y y 

“Topraga salma” intc^zen^de ^pliixpt; ^mahkum etme, oldiirme, 
toza topraga kari§tirmaTa^agiJam|’ anjatjilarfna gelmektedir. 

3. Higimh yan bakigi dudagindan buse almayi engellemek igin 
hanger gekmigken, insanm bu arzuyu gonliinden bile gegirmesi nasd 
mumkiin olabilir! 

4. Sevgilinin yanagmin bahar gigekleri ile dolu bahgesinde taze 
guller agilmig... Agiklar bulbul gibi (bu manzarayi) seyre dalarlarsa 
gag dir mi! 

5. (O) meyhaneci giraginm hayat bagiglayan lal renkli dudagina 
cammi versem buna gagilmaz... C^iinku (o dudaklar) Hz. Isa’yi (bile) 
bu kohne kiliseden diganya gikartmigtir. 

Divan jiirinde sevgilinin dudaklan (yok denecek kadar) kiictik 


1 AhmetTalat Onay, age., s. 419-420. 
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olu§u, §arap gibi kirmizihgi, -buse yoluyla veya agizdan $ikan vuslat 
vaadi ile- a$iklara hayat vermesi gibi ozellikleri dolayisiyla Hz. Isa 
ile ili§kilendirilir. Bilindigi gibi, Hz. isa daha annesinin karmnda 
iken konu$mu$ (sevgilinin yok kadar kiiciik oldugu halde konujan 
dudaklari); §arap Hristiyanlarca onun kani olarak kabul edilmij 
(sevgilinin $arap rengindeki dudaklari) ve nihayet o, mucizevi 
nefesi, kutsal agzi ve §ifa veren elinin temasi (mesh, Mesih) ile oliileri 
diriltmi§, hastalara $ifa dagitmiftir. (Sevgili de agzindan ^lkacak bir 
vuslat vaadi ile ajiklarin olii kalplerine yeniden can verir ve onlara, 
kiyamette oliilerin diriltilmesi gibi, hayat verir). 

Avni, sevgilinin dudagr" ily- JHz^ Isa arasinda kurulan bu 
ili§kiyi -miibalaga yaparak- daha dajieriygotiiriiyor ve sevgilinin 
dudaklarinm mucizevi §ekilde kbnu§ma, olulepi diriltme i§inde Hz. 
Isayi bile kiskandirdrgmi soyliiyor. Avm’ye gore Hz. Isa sevgilinin 
dudaklarim kiskamm§ ve poiHrfe Jdlise olarak tammladigi- bu 


diinyayi terk etmiytir. Burack, 


sa’nin Att^h tarafindan goge 


9 ekildigi ve dordiincijjtat semadajy^adigi yoluiidaki inanca telmihte 
bulunulmaktadir. / . . / . 

—r ^ 

6. Sofidugun ve koyu dJndflUigin) (gdsteri$ (riya) kumapndan 
yapdmii) elbisesi mademki meyhane du$kunlerinin yamnda bir 
yudumcuk $araba bile degmiyor; dyleyse, onu (meyhanede) ate§e versem 
yeridir. 

“Ziihd’ diinya nimetlerini reddederek kendini ibadete verme, 
sofuluk demektir. “ Takvd ” da yine sofuluk hali olup, Allah korkusu 
ile, dinin yasak ettigi §eylerden kaqanma duygusudur. Bu iki kavram 
klasik edebiyatta kaba sofunun -sakal, sank, ciippe, misvak gibi 
gosteri§ alameti olan abartih unsurlarla birlikte- ortaya koydugu riya 
ve gosteri§ halini anlaur. Zahit bu gosterijli giyimi ve koyu dindarca 
davram§lari yiiziinden riya, gosteri§ ve sahtekarhk timsali olarak 
tamtihr, olumsuz sifatlarla ele$tirilir ve hatta alaya alimr. Bunun 
karjisinda, diinya nimetlerine sahip olma ve onlari biriktirme 
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Goniil pervaneyi bal ii perin oda yakar sanman 

§arab-i a$ki mestidiir yakar meclisde pirahen 

7. A$kate$i ve $arabin parlakhgi gogsumdeki yaralardan butungizli 
sirlarimi agiga. vurmu§ken ben onlan nasil saklayayim! 

8. Ey Avni; eger §u diinyamn iflerini biitiin gerfegi ile bilmek 
istiyorsan, Cem’in kadehini hazinenden fikart da seyret. 

Bu beyitte de divan jiirinin vazgecilmez hakikat-mecaz paralelligi 
kurali kendini gostermektedir. §airimiz usta bir dokumaci gibi bir 
kumajin atkisi ve cdzgusti durumundaki soz ve anlam unsurlarmi 
kullanip kelimeler arasinda-mpb'te^em baglantilar kurarak bize 
sanatin, soziin ve anlam giiyelHgrnfn'paJrabjcilmez ipek kuma§indan 
nadide bir ornek sunmaktadir. ^ / , 

/ A- 

Beydn hakiki ve mecazi ipCrp kapmanlari ayin derecede kuwetli 
soz ve mana unsttflari taynnakta vc.zengin cagrijimlara viicut 
vermektedir. pyy ^ r ~J 

Beytin hakiki anlaH) boytftunda -kudretli bfr sultan olarak- Avni 
(Fatih Sultan M e h m e d)J$Z e rrfm dier.fcykgojteren- kadehi (“Cam-i 
Cem”) ve “hazine” ba$ rolt/aikijimh^urlardir. Avni (Fatih Sultan 
Mehmed) kendine hitap ederek, “Eger diinyada meydana gelen 
olaylann ger$ek sebebini ve hikmetini ogrenmek istiyorsan, hazinende 
sakli bulunan Cem’in kadehini fikartip onu seyretf’ demektedir. 
Bilindigi gibi “Cam-i Cem” yani Cem’in kadehi klasik jiirimizde yer 
alan Iran kaynakli 90 k sayidaki efsaneden birisidir. Bu efsaneye gore, 
Cam-i Cem, mitolojik Iran hiikiimdari Cem’in yedi madenden yedi 
kat goge benzetilerek imal edilmi§ sihirli kadehidir. Bunun bir adi da 
“ Cam-i cihan-numa” dir. Hafiz §arihi Sudi Efendi’ye gore bu Cam-i 
cihan-niima, sultanlarin miras yolu ile sahip olduklan me§hur 
kadehtir. Biiyiik sultanlar, sahip olduklan bu kadeh vasitasi ile 
alemin adalet, zuliim ve nizam ile intizammi ondan seyrederlerdi . 1 


1 Sudi Efendi, age., c. I, s. 43, 359. 
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“ Kadeh ” ve “garap” tasawufta ilahi a$kin; “ hazine ” ise a$kin 
icindc tecelli ettigi (ve sakli bulundugu) gonliin karjiligidir. 
Metinde gecen “§arap kadehinin hazineden cikartilip seyredilmesi” 
ibaresi, a$kin goniilde saklanmayarak galeyana geli§i; diijiinceyi, 
zihni ve duygulari kontrol etmeye ba$layi§i demektir. Bu durumda 
insan artik meydana gelen hadiselere ciplak aklin ve kuru mantigin 
penceresinden degil; sofilerin, varliga viicut veren olu§un ta kendisi 
gozii ile baktiklari, a$kin cercevesinden bakacaktir. 

Ifte Avni beytin mecazi boyutunda, varlik ve olu§un izahi 
sadedinde sofilerce gelif tirilen bu dujiincenin lfigi altinda diinyaya 
bakiyor ve §oyle demek istiyor: ^ D j 

“Diinyaya a§k kadehinin pencerestiided bakarsan, gelmig gegmi§ 
biitiin olaylann gergegini, zamaryin- mekdnyk^ varhgin-yoklugun, 
ezelin-ebedin, hay a ttn-oLii muryve Tapira-alem iligkisinin biitiin esrarina 
vakifolur, boylece eyypmn hakikanne ulapirsm. 


/ / 
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1. See how that Turk of Cathay has drunk a cup of red wine and 
rushed forth to murder and plunder the land of the heart! 

In this couplet, the beloved’s cruelty, merciless attitude toward 
lovers, and indignant glance serves as the ground for likening 
the beloved to a Turk of Cathay, ^or northern China. It is in this 
connection that the word ‘f\un&et !(tfrktaz) is used, referring to 
a quick raid conducted for the purpose m obtaining booty. Ahmet 
Talat Onay’s book Eski Turk, Ectefiyafmda M^smunlar (“Tropes in 
Classical Turkish Oferaturexj/prcyridyCthe following information 
regarding this comparison: / \ < / 

In Persian literature, the word “Turk” was used-to'mean “beloved”, 


“hero”, “brave marf\. and “tyrany W). -T 
In its dictionary rrfeaming, /Turjd’ r^&ry to the Tatar (Mongol) 
group. As [the Tatars]T<lere Jseenr as)rg^u^l arid merciless spillers of 
blood, Persian poets likened tnem'fo the beloved and called them 
“Turk”. In Shiraz, it was said that many of Hulagus soldiers had 
settled in the city and proliferated. Thus, it was appropriate to call 
their offspring and descendants “Turks of Shiraz”. 1 (Sudi, Commen¬ 
tary on Hafiz\ I, 53) 

We can understand exactly who was called “Turk” in Persian litera¬ 
ture from the following comment by the commentator of Tuhfe- 
i Vehbi (“Vehbis Gift”, a verse dictionary for teaching Persian to 
Turkish speakers): “‘Turk’ means those people of Cathay and of Ho- 
tan and of the Kipchak desert one of whose customs is raiding and 

1 Translators Note: This makes an oblique reference to a famous couplet in 
a ghazal by the Persian poet Hafiz of Shiraz: “If that Turk of Shiraz should 
deign to take our heart into his hand / For his Indian-black mole I’ll trade 
Bukhara and Samarkand” (Agar an Tork-e Shirdzi be-dast arad dil-e md-rd / 
Be-hdl-e Hindu-yash bdkhsham Samarkand o Bokhdrd-rd)\ cf. #78. 
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plundering. These lands are called ‘Turk’. It is clear that beloveds 
came to be called ‘Turk’ owing to their flirtatiousness and coquetry 
as well as the fact that they plunder lovers’ patience and stability.” 

The late philosopher Riza Tevfik gives the following excellent de¬ 
scription of Turks: “Living a soldierly and warlike life, the Turks 
displayed what was, for their time, a fine example of brave and 
manly beauty, and they attracted the admiration of the peoples they 
conquered. In Persian literature, the word ‘Turk’ was used to refer 
to a beautiful male.’ (Riza Tevfik, Dictionary of Philosophy, 668)”. 1 

2. That cheek has gracefully cast rose leaves to the wind. That body 
has swayed and sauntered and cast the lovely cypress in the dirt. 

The verbal phrase yele verjnek /“to cast to the wind”) also has 

cc r J Z'' , 

an idiomatic meaning r of “toTvdste^Jop “to lower the value of 
something”, while the phrase h&ke salmak (“to cast in the dirt”) 
means “to leave in the; soil” of “tcpfilapt in theSoil”, as well as having 
figurative meaning£jof “to cOridCptn^pO 7 death’V“to kill”, “to return 
to the dust”, and ‘fa denigrat^’. \r/ 

In the first hemistich, the plopt states thaf the beauty of the 
beloved’s cheeks has, rdt|ier kipdl^an^/gracefully, caused the value 
of rose leaves to fall, tbps u^ing .the-jrEgtQtfcal devices of iham or 
double meaning and hiisn-i taul of poetic etiology to bring to mind 
faded rose leaves floating to the ground. In the second hemistich, 
the poet again uses hiisn-i ta'lil, saying that the tall and shapely 
stature of the beloved’s body has, by means of its flirtatious manner 
of walking, put the cypress tree to shame and thereby condemned it 
to plant itself firmly in the ground. 

3- That furious glance has drawn a knife to stop the kiss on the lips 
— how can one’s heart ever desire such a greeting? 1 


1 Ahmet Talat Onay, op. cit., pp. 419—20. 

2 Translator’s Note: In this couplet, the poet is playing on the related words 
temenni ( ( _ s t*i), meaning “desiring, requesting”, and temennd (Cj), refer¬ 
ring to a particular type of greeting or salute in which the fingers of the 
right hand are first brought to the lips and then to the forehead. 
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4. Roses have bloomed afresh on the spring cheeks of the beloved — is 


it strange, then, if lovers like nightingales go out to take in the views 

5. And is it strange if I give my life for the life-giving ruby lips of the 
wine boy, lips that cast Jesus out of this derelict church? 

In classical Ottoman poetry, the beloved’s lips are associated 
with Jesus owing to the fact that they are the color of red wine 
and, despite their extremely small size, are able to grant life to lovers 
with the promise of a kiss or of union with the beloved. Jesus is 
believed to have spoken while still in his mother’s womb, and thus 
while of extremely small size; red wine, the color of the beloved’s 
lips, is believed by Christians tcrbp^tjicj blood of Jesus; and finally, 
Jesus’ miraculous breath, holy mouth, ancThealing touch {mesh, thus 
giving rise to Jesus’ epithet of iFpnh) are belieyted to have been able 
to resurrect the deadend hedl the side, y 




In this couplet„iS,vni takestjiis 
lips and Jesus further, into the 


platipnship between the beloved’s 
eafm of hyperbole {mubalaga), 


by implying that tfijese lips’ powers of niiraculous speech and 
resurrection actually niaky Jesiis ehvious f Jesus envies the beloved’s 
lips and, out of envy, has de^Jart^Tthe'world, here described as a 
“derelict church”. This departure is an allusion to the belief that 
Jesus was removed by God to the heavens, on the fourth level of 
which he continues to dwell. 

6. Even when together with the tavemgoers, they touch not a drop 
— so it’s hardly wrong to cast into the fire the costume of zeal and piety. 

The word ziihd (“religious zeal”) refers to a religiosity that 
involves refusal of the world’s blessings in order to give oneself 
over completely to worship, while takva (“piety”) is a religiosity 
driving one to avoid what is forbidden out of the fear of God. In 
classical Ottoman poetry, these two concepts are used to show the 
hypocrisy and ostentation of the religious zealot ( zahid), who is 
often accompanied in the poetry by such elements as a full beard, 
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a turban, a robe, and a misvak d The zealot’s ostentatious outfit 
and excessively pious behavior are used to make him an example 
of hypocrisy, ostentation, and imposture, and he is criticized with 
negative adjectives and even subjected to open mockery In contrast 
to the zealot stands the figure of the rind, a character type who 
enjoys the world’s blessings without becoming ensnared by them, 
who does not worry about tomorrow but rather strives to enjoy 
today and is thus “a child of the moment” (ibnii’l-vaki), and who, 
unlike the zealot, is tolerant. 

In this couplet, Avni likens the hypocritical feelings of zeal and 
piety to a costume {libas)\j\\c tayetjugpers {harabat ehlt ), who are of 
the rind type, do not value dhS'zealot’s'ccisCljme as much as they value 
the last drop of wine in their cup^aird so they c^eem it appropriate to 
cast this costume into the firt, thus dfestyoyirigjt. 

However, it rnusj: also bt^nofed ffiat, by bridging together the 
two elements of thg, tavern and the nurningygf clothes, the poet 
is alluding to an ancient practice parried biflt in establishments 
providing alcohol and dripatainmynt; rydnpsly, the practice of burning 
one’s shirt or jacket. In hfs cdpyneAfary'oiTthe collected poems of 
the Persian poet Hafiz, Sudi gives the following information on 
this practice, called fiikrdne: “It is one of the customs of the wine- 
drinkers of Persia that, whenever an argument arises between two 
friends and they subsequently make peace, whichever of them it 
is that first sues for peace will remove his shirt and set it on fire in 
honor of the peacemaking.” 2 


Translators Note: A misvak is a twig taken from the Salvadorapersica tree 
and used to clean the teeth. In a number of hadith, the Prophet Mu¬ 
hammad recommends the use of the misvak for this purpose, and, as pi¬ 
ous Muslims would follow Muhammad’s recommendations, the misvak 
- sometimes described as tucked into the user’s turban - gradually came to 
be associated with the extremely pious. 

Sudi Efendi, §erh-i Divdn-i Hafiz, Vol. 1, p. 198. 
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The following two couplets, by the poets Hayreti and Ziyai of 
Mostar respectively, both allude to this custom: 

Fearlessly the wing casts the moth into the candle’s fierce flame 
As the heated exchange of a wine party will burn the shirt 

Yandurur pervane par par §em'a per perva yimez 
Germ olup mey meclisinde sanki pirdhen yakar 


: f r / 

Don’t think the heart vyillTmrn themipiih and its wings fore and 
aft 


But one drunk at-the party on love’s wine wjll burn his shirt 


S /// 

Goniilpervdneyibdl u perid odd yakar sanrnan 

Jardb-i ‘i§ki mestifur yakar mtclisde pirdhen -, 

7. The fire of love aApt themdonfimfifitpuhne reveal through my 
ravaged breast every secret oftle'-heart, to how can I conceal them? 

8. Avni, take from your treasury and behold the cup of Jam if what 
you want is to know, to fully know, the things of this world. 

In this couplet, the rule of establishing a parallel between 
reality and figuration, a rule which is of paramount importance in 
classical Ottoman poetry, comes to the fore. Here, the poet Avni 
works like a master weaver, using the warp and weft of words and 
meanings to establish magnificent links among the couplet’s words 
and in the process displaying a rare example of the fineness of his 
art, like precious silk. The layers of real and of figurative meaning 
carry equally powerful elements on the levels of discourse and 
signification, and so give rise to a rich field of associations. 
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On the level of real or literal meaning, the chief elements in 1 

this couplet are Avm (Sultan Mehmed II), the all-seeing cup of . i 

Jam {cam-i Cent), and the treasury. Avni/Sultan Mehmed II here , 

addresses himself, saying, “If you want to know the true cause and 1 

the real meaning of what is occurring in the world, take out the cup i 

of Jam stored in your treasury and look into it.” The cup of Jam is , 

one of the many legends that crossed over from Persian literature 1 

into Ottoman literature. According to this legend, the cup is Jam’s i 

magical wine cup, made out of seven metals so as to resemble the 
seven heavens. This cup is also known as “the world-proffering cup” 1 

(< cdm-i cihan-numd) . According to Jjudi, who wrote a commentary to , 

the collected poems of the Persian-jW^tjHyfiz, this world-proffering 
cup was a renowned wine cup tl^at came into the sultans’ possession 1 

through inheritance, and gre^t splfauj woulcbosc the cup to observe , 

the application ofjustice, c^presjion/order, arid laws throughout 
the world. 1 Ci / ( / Tj 1 

Sudi provides the following comprehensive information 1 

concerning the cup afjam: ^ y . i 

The Cup of Jam, the ; '5^1d-Profferipg Cup,(arid the World-Scrying | 

Cup ( cam-i cihan-bin) is the ffhi^ie-off 1 a wine cup created by wise \ 

men in the time of Jam; whoever desired to know what the state of 
a certain land was would look into that cup and observe the state 
of that land. To go back to the time of Dara son of Bahman: [...] i 

upon the death of Dara, [the cup] was passed on to his son Darab, 
sibling of Alexander of Rum, as an inheritance. When Alexander 
gathered together an army so as to demand half of his fathers lands, , 

Darab looked into the World-Proffering Cup and thereby became 1 

informed of Alexanders plans and his treachery. Alexander failed 
to achieve victory. Subsequently, he commanded his wise men to 
construct, upon a hill in Alexandretta a mirror that would allow i 

him to observe the seven climes. This is the Mirror of Alexander 1 

{Ayine-i Iskender) t , 

i 

1 ' 

1' 

1 

1 

1 

1' 

1 

1 v. Sudi Efendi, op. cit., Vol. 1, pp. 43, 359. i 

2 Sudi Efendi, op. cit ., Vol. 1, p. 359. \ 

i 

i 

L____________—_ _ _ - _ —__ 
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Thus, in this couplet, Avm/Sultan Mehmed II mentions the cup 
of Jam, saying that it is to be found in his own treasury; in this way, 
he implies that, insofar as he has inherited this cup, he is the latest 
link in the chain of great sultans. 

Now we turn to the level of the couplet’s figurative meaning. As 
has already been made clear in the above commentary on many of 
Avni’s poems, much of classical Ottoman poetry has, in addition to 
the literal or real meaning of the words and concepts used, a layer 
of figurative meanings derived largely from the symbolic system of 
Sufism. To understand a poem written from within the tradition of 
divan literature is to correctly determine the literal and figurative 
meanings of the words used-arid to corner ehend the system of many- 
faceted relations established amdng/the poem’sywords and concepts, 
relations brought about ptrinarify through The use of rhetorical 
devices such as allnsjion {telpdh)/ dopble meaning or amphibology 
(iham ), congruity '(tenasub), arid p 6 ct;idetio 1 o gy ;(huIsn-1 ta'lil). 

Such particularities are ^quips 1 apparent -in this couplet, and 
alongside the literal or real mytmipg chained above, there is also a 
rather colorful figurative/or Srifiy,! rrlriaptngTfn Sufism, wine and the 
wine cup are equivalent to divine love, while the “treasury” (hazine) is 
the heart as hidden yet manifested within love. The clause “take from 
[the] treasury and behold the cup of Jam” refers to the overflowing of 
love when it can no longer be contained within the heart, as well as 
to the commencement of the spiritual ability to exercise control over 
thoughts, the mind, and emotions or passions. When this has come 
about, one no longer views things and events through the window 
of dry intellect and the bare mind, but rather begins to see through 
the window of love, thus allowing one to see in all its splendor the 
presence that gives rise to creation and created things. 

Thus, on the figurative level of this couplet, Avni observes the 
world in the light of this Sufi notion of the purpose behind creation 






Diwdn of Sultan Mehmed II with Commentary -71 


and existence, allowing the couplet to be read as follows: “If you 
observe the world through the window of the cup of love, you will be 
apprised of the truth lying behind all occurrences and phenomena; 
you will gain cognizance of all the secrets of the relationship between 
time and space, existence and nonexistence, time past and time 
future, life and death, and God and the world; and in this way, you 
will reach to the truth of things.” 
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1 


1. Gonliimun la'liine can virmek olupdur hevesi 
Hak-i payun durur ancak goziimun miiltemesi 

2. Murg-i ruhun ki hevan i<jre u<;ar olmi$dur 
Dide pervaz-gehi sine rpu^e^bek kafesi 

/ y q 

3. Sine $ak ii gozi nem-nak ideiynale vii zay 
Kilsa te’sir ‘aceb olmaya na^oimnefesi 


4. 


Macerami diyejnez ya^tfrn 
Kirpigumdiiryar ise u§bu j 


o 


r ? 


§ gune varug~J 
dlun har ujlfsi 




,r.< 


5. Her ki§i cam gibi sdvdii^y'jsgfFsa'nemi 
Sana canum dise ‘Avni ne kata can-i kesi 
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72. §iiR 

1. (Ey sevgili,) gonlumiin yegane hevesi senin la l dudaklanna can 
vermektir... Gozumun vazgegilmezarzusu ise, senin ayagmin topragmi 
siirme edinmektir. 

Ajigin gonlii, sevgilinin ebedl hay at kaynagi olan e§siz giizellikteki 
dudaklari icin camni vererek onunla bir olmanin, onda fani olmamn 
ve oliimsiizliige ula§mamn -daidak T -tsba> r yufta vahdet semboliidiir- 
yolunu aramakta; e§yamn hakil^atini gortnenin mekani olan gozii 
ise, o sevgilinin ayaginm topmgirfjdcei^dine s urine edinmek sureti ile 
basiretini (nurunujjjitirmanip' heyeeap/ni duyalaktadir. 

2. (Ey sevgili,) s/ma duydu^um j igkdfe giddettiiarzunun semasinda 
kanat girpan ruh kugum, gozumun pervazhgmdan (sana dogru) 
ugmaya hazirlamyor; 'srhem iseynuy agpbklmde brulmuj kafesidir. 

Sevgilinin hasreti \\/yzfiqy ^ve 0911 a Ala§manm heyecam ile 
kafesinde cirpinan a$igin ruh (can) ku§u, sevgilinin a$ki ve ona 
kar§i duydugu §iddetli arzunun semasinda uqnjup durmaktadir. 
A§igin (arzu ve beklenti icinde acilip kapanan goz kapaklannda 
cirpinan) gozii, ruh kujunun uc^u^a gegmek igin kondugu pervazlik 
(pervaz-geh); dijanya dogru firlami? kaburga kemikleri ve gogsiiniin 
iizerinde acilmi§ boliik boliik yaralar ve daglarla ag jeklinde oriilmiij 
sinesi (gonlii) ise, o ku§un -icinde hapsoldugu- kafesidir. 

Burada a$ik -Avni’nin dilinden- sevgiliye ula$mak, onun vuslatina 
ermek igin camnin ve ruhunun 91 km ay a hazirlandigim, yani camni 
vermek suretiyle sevgilinin vuslatmi talep ettigini soylemek istiyor. 

3- Neyin (yakici) nefesi insana tesirederse buna gagirmamah.. ((".iinkii) 
aglaytglar ve inleyigler sineyi gerha gerha eder ve gozii de yaglara bogar. 
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A§k acilari ile bedeni sararip solan ve zayiflayan a$ik, yiireginden 
gelen yakici ahlarla inler, sinesinde yaralar acar ve gozlerinden kanli 
gozya$lari doker. Avni, a$igin bu halini neyin ince, sari ve delik 
delik govdesine benzetmekte; iifleme sirasinda -nefeste bulunan su 
buhannin yogunla$masi sonucu- neyin altindan akan su ile de, a$igin 
gozlerinden dokiilen ya$lar arasinda benzerlik ilijkisi kurmaktadir. 


4. (Ey sevgili,) gozya§lanm senin engine vanp -a^kimn ugrunda- 
ba^imdan gegen §eyleri sana (bir bir) anlatamiyor... Galiba kirpiklerim 
bu (su) yolunun uzerindeki fer (dp olmu$tur. 

“Mdcerd” kelimesi “insanin basindan gecen §eyler, olup gecen 
§ey” manasina geldigi gibi, ‘cer^yad<^dep, gecen, akan §ey” anlami 
ile de akarsuyu veya gozyaylarinyhatifiatik Kirpikler gozde biriken 
ya$larm akmasina mani oldugtvpdn, suyolyAun uzerinde birikip 
akarsuyun yolunu kesen cer^ep goptprybirikirrtilere benzetilmi$tir. 

5. Ey, insanin cam (gibi vazped[^iez4evgiLimg)fjerkes put gibi guzel 

olan seni cam gibi sepdiginegore, Ami de sana gamm” dese, bunda ne 
hata bulunur? Gy 4 y , , 

Jr / / d', 


E) 
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1. My sole desire is to give my life for your ruby lips. The only favor 
my eyes ask is the dirt beneath your feet. 

The lover’s heart seeks to give its life for the beloved’s incomparably 
beautiful lips, the source of eternal life and, in Sufism, a symbol of 
unity; it seeks to become one witl| those lips, to be annihilated in 
them and thereby to achieve jmmOrtdhyy.^The eyes are the locus of 
foresight and the means by whiph one can see the truth of things, 
and their wish is to use the^dirdheneath thedseloved’s feet as kohl 
and thereby increasg’their pmver of -vprfon anchforesight (v. #70/3; 
r/#12/4,#33/l,#£ll/5,#6^).| / 


2. The bird of my ^spirit spread'j its wings irrthe sky of my desire for 
you, ready to take flightf^rCtlpt’ peyych ofm.y eye - and my breast is its 
cage and net. y ^ j- ■ ~f> / 

The bird of the lover’s spirit or soul is in its cage, fluttering its 
wings out of longing for and in anticipation of union with the 
beloved: it is flying back and forth, but going nowhere, in the sky 
of its love and powerful desire for the beloved. The lover’s eyes, 
with their eyelids fluttering in desire and expectation, are the spirit 
bird’s perch as it prepares to fly The lover’s breast, with its rib bones 
jutting out and its scattered groups of open wounds, is the cage 
within which the spirit bird is held. 

Here, then, the lover is, in Avni’s terms, saying that he is ready 
and willing to give up his soul and spirit - that is, to die - in order to 
reach and achieve union with the beloved. 
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3■ Weeping and wailing rend the breast and wet the eyes with tears, 
so is it strange how moving is the cry of the flute? 

The lover, his body thinning and turning pale and wan from the 
pains of love, wails out fierce sighs from the depths of his heart, tears 
wounds in his breast, and weeps tears of blood. Avni compares the 
lover’s state to the thin, pale, and holed body of the ney flute, and 
associates the moisture and spittle that drips from the foot of the 
ney while it is being played to the tears spilled from the lover’s eyes. 

4. Ignorant of what has befallen me, my tears lap at your threshold, 
and on that river the flotsam of my lashes floats. 

The word macera - here translatecf a^’Svhat has befallen” - has a 
strictly literal meaning ol ‘“that ydiich has flowed past”, and thus a 
connection is made between the^vfircj maceraAnd the tears flowing, 


or 


to some extent 


falling, from ttejdover’s ajyesyAsMjte eyelashes 
prevent the fallinglof tears frorn the eyy< they art; here likened to an 
accumulation of flotsam on a rher, an accumulation that weakens 
the strength and abtlpdance/of the river’s flow.-'' 

/ / /r\ 

5 . O beautiful soul, everyojiejone^ andjaiyioves you like their own 
soul, so if Avni says to you, “O my Soul!", where is the harm in that? 
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Dili tir-i gam zahm-nak eyledi 
Miijen fikri beni helak eyledi 
Etegiimi elden komayup gamun 
Giribanumi $ak $ak eyledi 

/ j/ 

73GSHR 

/.A/ 


Gam oklan gontumde yafalaragn; kirpiklerinin hayali ise beni 
helak etti... (Ey sevpnli,) sen id' a$k\n yiizundenfektigim gamlar da 
etegimi elden birakniflyip yakami part:a pan;a etyljdi. 


/ J- ,rrA x 


Pains arrows tore wounds in me. The thought of your lashes slew me. 
The pain you caused grabbed my shirt and tore my collar open, and me. 


1 (73). AE /22b. 
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l 


Kurtarmasun Allah beni bu derd-i hevadan 
Derdiin ile dil daglamayan zevkini bilmez 
Dindirmesiin Allah goziimun ya$im zira 
‘I$kun ile kan aglamayan zevkini bilmez 


a ' ’ r 1 ^ 1 

74.^ns^ 0 


Allah beni bu dfU ve ar/ii deydinfen kurtayrnasin... (Ey sevgili,) 


derdin ile gdnluniffdaglamayan/(bu dyrdin) jdevkinden higbir fey 


anlamaz. 


Allah goziimun yfftyu hif dinainfiesiyi!... ~Z!ira (ey sevgili), senin 
tfktn ile kan aglamayaiig (gozyap difhrfenin) zevkinden haberdar 

, .... / A- rr / 


degildi: 


ir 


z) 


742 

Let God not spare me from the pain of desire. With a heart unseared, 
who can taste this pains pleasure? Let God not stop these tears of mine. 
With tears unbled, who can taste this love’s pleasure? 


1 (74). AE. niishasinda bulunmayan bu fiir, M. §akir Pa§a’nm Yeni Osmanh 
Tarihi , c.II, s.230’da kaydedilmi§tir. 

2 This poem is not found in the ae manuscript copy; it was recorded in M. 
§akir Pashas Yeni Osmanli Tarihi , vol. II, p. 230. 
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Dii$elden dil cemaliin $em‘ine ey ruhleri aliim 
Yanardum nar-i ‘i$kunla n’olisar bilmezin haliim 
Birakdun beni [sen] pervane-ve$ odlara ah zalim 
Beniim aram-i canum sevdiigiim omriim Hasan Baliim 


Bu giin takyacilik ^en cfil-jfiip&y^a plali sanat 
Olupdur ‘Avni gibi yeriim ey mefn&e^-i hasret 
Seni terk itmezem bagrurrp feidni] sisa Jda ] furkat 
Beniim aram^anum^evdaigiim/omriim Hasan 


Baliim 


^ / V > - 
A y x y V 


1 (75). AE. niishasinda bulunmayan bu iki dortliik, Topkapi Sarayi Kiitiip- 

hanesi Bagdat 406’da kayidi Pervane Bey Mecmuasi v.408 a’da yer almak- 
tadir. 










540 | Fatih Divant ve §erhi - 75. §iir 


75 . §iiR 

Ey, yanaklan al al olan sevgilim; bu gonlum senin cemalinin 
mumuna du$tugunden beri, a§kinm atefi ile yamp durmaktayim... 
BiLmiyorum, ne olacak bu halim! 

Ah zaLim, sen, benipervanegibi, ate fere attin... Eybenim ruhumun 

huzuru, sevdigim, omriim, Hasan Bdli’m!.. 

- A ■ p 1 

Ey ay (yuzlu giizel,) bugim- takyeeilfk' senin gibi goniil geken bir 
guzelin sanati olali beri, benim yer/m deAvnigibi, hasret atef olmuftur. 

'/ J 

Ey benim ruhumun huzrUru/sevdigim, bmyum, Hasan Bali m; 
ayrilik gonliimun evfiii yiksa ff, sji qxw terk etmpn. 








/ / / 

Jr / 

■ ^yyjJ 

O my crimson-cheeked love! since my heart fell to the candle of your 
beauty I have burned in the fire of your love — what will become of me? 
To burn in the flame like a moth you left me, 

O Hasan Bal, my love, my life, my soul’s great peace. 

Now that a skullcap maker like you can steal hearts too, longing’s fire 
is my place, O moon-faced one — and Avni’s too. Let separation break 
my heart’s home, I will not leave you, 

O Hasan Bal, my love, my life, my soul’s great peace. 


1 These two quatrains are not found in the ae manuscript copy; they are 
recorded in a copy of the Pervane Bey Mecmuasi (v. 408a) found in the 
Topkapi Palace collection (Topkapi Sarayi Kutiiphanesi Bagdat 406). 
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1. Ziilfiinun zencirine bend eylediin $ahum beni 
Kullugindan kilmasun azad Allahum beni 

2. Cevr-i dilber ta‘n-i dii$men suz-i fiirkat za‘f-i dil 
Diirlii diirlii derd i^iinyaratpiiyAllahum beni 

3. Yakmaga vii yikmaga hep el bir ipdiler 
Suz-i sine e$k4dide ate$-i Ahum beni ^ 

5 /V/ S 




/ 

/ y 
r, /""/ 




4 , 




y 


1 (76). Na-tamam gazele benzeyen ve ne$rimize esas aldigimiz ve AE MNZ 

305’te bulunmayan bu §iir, Ali Emiri’nin istinsah ettigi divan niishasinda 
(v.43a.)’da yer almaktadir. Ali Emiri bu §iirin ilk iki beytini Ajtk Qelebi 
Tezkiresi’nden; i^iincii beytini ise Enderuni Atd Tarihi’nden naklettigini 
bildirmektedir. 
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76. §iiR 

1. Ey benim §ahim (sevgilim;) beni zulfunun zincirine vurdun... 
Allah’im beni senin kullugundan azat etmesin! 

2. Sevgilinin turlu turlu eziyetleri, dufmanlarm kmamalari, 
aynligin yakici atefi ve gonliin zayifhgi... Allahim (sanki) beni turlu 
turlu dertler(i gekmem) iqin yg.ratmip^ 

3■ Sinemdeki (a§k) harareti, gozlerihndfin akan yaglar ve ahimtn 
alevli atefi hepsi birden yakmak vgytkmak igin dbirligi etmifier. 






& 


1. O my shah, youiape bo/ind/ne #(the chain of your sidelocks - 
may God never set me fre/frarfrsjtSj^fsjdtfery 

2. My loves torments, the abuse of my foes, separation’s searingflames, 
the weakness of my heart — to suffer all these pains has God created me. 

3- The fire in my breast, the tears from my eyes, and the flames of my 
sighs — they all shake hands in consent to burn and shatter me. 


1 This poem, which resembles an incomplete ghazal, is not found in either 
the ae manuscript copy or in the ae mnz 305 manuscript. It comes from 
Ali Emiri’s copy ofMehmed Us collected poems (v. 43a.). Ali Emiri took 
the first two couplets from A§ik C^elebi’s Me§diriifi§uard, stating that the 
third couplet comes from Enderuni Ata Tarihi. 
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1. Cigeriim pareledi han^er-i cevr ii sitemiin 
Sabrumun camesini dogradi mikraz-i gamun 

2 . Secde-gah eyler idi Ka'bede mihrab gibi 
Kuyun i^inde melek gojrse n^an-i kademiin 

^ y £j 

3. Ey goziim giin yiizine karjd nice diir dpkesiin 

Ruhleri tabi ikEuridiJtalrriadi/nernun^ 


/ / ' / ' 


o A ■ 

r, / / 


(77). Ne§rimize esas aldigimiz AE. niishasinda bulunmayan bu §iir Ali 
Emiri’nin istinsah ettigi divan niishasi (v.36a)’da yer almaktadir. Ali Emin 
bu §iiri A$ik Qelebi, Hasan Qelebi ve Riyazi Qelebi Tezkireleri’nden nakl 
ettigini bildirmektedir. Latifi Tezkiresi’nde ise bu 115 beytin Sultan II. 
Bayezid’e ait oldugu kaydedilmektedir. 
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p a§ijtta sabirglan, tahammiilden 
afindan dogpanan sabir elbisesi, 


77. §iiR 

1. (Ey sevgili,) senin sitem ve eziyetlerinin hangeri cigerimi parga 
parga etti; agkin yuziinden gektigim gamlann makasi da sabnmin 
elbisesini dogradi. 

Sevgili yiiziinden cekilen sitem ve eziyetler, yaralayicilik ve 
oldiiriiciiliik sebebi ile hangere benpetilmi§; a$k yuziinden katlamlan 
sikinti ve gamlar da yine ygtaiayieiFik/ijzelligi sebebi ile makasa 
te§bih edilmijtir. Burada “sabip da, aztigi ve bedeni kujatmasi 
gibi yonlerden (viicuda dar^geldja) 7 bir elbise^gibi dii§iiniilmii§tiir. 
Zaten viicuda dar gejen ve kalbe/>ikinty4eren bd elbise, gam makasi 
tarafindan dogranmi? ve boylplil 
eser kalmamijtir. Gam makasi tjai 
aym zamanda, ajignTdaglarJa yaAl'i bedenini bdtir 1 a 11 yor. 

V r, / / /r\ 

2. (Ey sevgili,) meleEUr, mpbaljen riyin/ieAenin ayak izini gorseler, 
onu Kabenin mihrabi gibi secdegab 'ederlerdi. 

Beyitte gecen “ Melek ”, a kuy” (mahalle), “ nigan-i kadem” (ayak 
izi), “ Kabe ”, “ mihrab”, “ secde-gah ” gibi kelime ve terkipler, metin 
iginde, liigat anlamlarimn dijinda tasawufi mecaz unsuru olarak yer 
almaktadirlar. 

Meleklerin ayak izini secdegah ve mihrap edindigi soylenen 
sevgili, herhangi bir be§er degil; biitiin giizelliklerin kaynagi ve 
sevgililerin sevgilisi Allah Tealadir. 

3. Ey benim gozum; (o sevgilinin) gun yiizune kargi nasil inci 
dokeceksin? (Onun) yanaklarmin ategi ile yagin kurudu kalmadi ki! 
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1. It has torn my liver apart, your dagger of torment and abuse. Your 
shears of pain have cut to bits my patience’s dress. 

The torture and reproach inflicted by the beloved are here 
compared to a dagger in terms of their ability to wound and kill, 
while the pains and troubles suffered for love are likened to shears or 
scissors, again owing to their j)bility_td wound. Patience is imagined 
in terms of a piece of clothing/insofar as it seen as tightening or 
constricting around the bocfy. TpKis^ tight ckrthing has, however, 
already been cut By^sufferin^s shears/ind soothe lover is freed of 
having to remain patient or dupable in the face pain. The clothing 
cut to pieces by suffering’s shears is also visually reminiscent of the 
lover’s body pocked lyi-th wpcmds. / 

/ r / / fr\ 

2. They would make ft a place of jjfyyerrand the Kaaba's prayer 
niche, the angels, if they just onee'saw your footprint’s trace in the 
neighborhood of your house. 

The words “angel” ( melek ), “neighborhood” ( kuy ), “Kaaba” 
(.Kabe ), and “prayer niche” ( mihrab ; v. #3 17) and the phrases 
“footprint’s trace” (npdn-i kaderri) and “place of prayer” ( secde- 
gad) have, in addition to their literal meanings, different figurative 
significations in the context of Sufi thought. 


1 This poem is not found in the ae manuscript copy. It comes from Ali 
Emin’s copy of Mehmed II’s collected poems (v. 36a), with Ali Emiri stat¬ 
ing that he has taken it from the biographies of poets by ‘A§ik C^elebi, 
Hasan C^elebi, and Riyazi C^elebi. In Latifi s biography of poets ( Latiji Tez - 
kiresi), the three couplets are attributed to Sultan Bayezid II. 
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Here, the beloved - whose footprints are turned by angels into a 
place to spread their prayer mats and into the mihrab or direction 


of prayer - is not simply some human being, but rather God the 
Almighty, the fount of all beauty and the beloved of beloveds. 


3. Eyes of mine, how can you weep such pearls before the sun of my 
love? For the fire of my love’s cheeks has burned away those tears. 
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7S 

Eger an gebr-i efrenci be-dest ared dil-i ma-ra 
Be-hal-i Hinduye? bah$em Sitanbul u Kalata-ra 



1 (78). AE. niishasmda yer almayan bu Fars^a beyit, GJ. Basimimn 4. say- 

fasmda bulunmaktadir. 
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78. §iiR 

Eger o Frenk kafiri (sevgili) gdnlumuzii ederse, onun Hintli (gibi 
kapkara) benine Istanbul ile Galata’yi bagqlanm. 

Bu Farsca beyit, §irazli Hafiz’in me§hur 

Eger an Tiirk-i §irazi be-dest ared dil-i ma-ra 
Be hal-i Hinduye§ bah§em Semerkand u Buhara-ra 

Eger o $irazh Turk (^liftiz^Uimuzu ederse, onun Hindi 


(gibi kapkara) benine SemerkanFjjpBuhara’yi bggifla 
beytine nazire otafak soylep-mi^rin / ^ 


nm. 


aykpnn^nn 

/ 








Should he grasp ourtTtfzrt imhis haricT-jthctt Frankish infidel, I will 
grant to his Indian-black mole all ofGalata and Istanbul. 

This couplet, composed in Persian, is written as a parallel verse 
(nazire) to the following famed verse by Hafiz of Shiraz: 

If that Turk of Shiraz should deign to take our heart into his 
hand 

For his Indian-black mole I’ll trade Bukhara and Samarkand 

Agar an Tork-e Shirazi be-dast arad dil-e ma-ra 
Be hdl-e Hindu-yash bakhsham Samarkand o Bukhara-ra 


1 This Persian couplet is not found in the ae manuscript copy; it is from 
page 4 of the Georg Jacob edition. 
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l 


Biziimle saltanat lafin idermij ol Karamani 
Hilda fursat viriirse ger kara yire karam am 



1 (79). AE. niishasinda bulunmayan bu beyit, GJ. Basimmda s.l7de yer 

almaktadir. 





550 | Fatih Divam ve §erhi -79. §iir 


79 . §iiR 

O Karaman Beyi bizimle saltanat davasimn sozunu edip 
duruyormuy.. Eger Allah firsat verirse, (pek yakinda vanp) onu kara 
topraga karacagim. 

Beyitte "karam am” ibaresi, “onu kari§tiracagim, batiracagim” 
anlamindadir. 

Beyitte, Fatih Sultan- MeJmjedjin, Karamanoglu Beyligini 
ortadan kaldirmasi hadiscsinlf i^aretyydrdir. Fatih, dujmanlan ile 
ittifak ili§kisine giren KaramanoglufCasim Beylin iilkesini fethetmi§ 
ve 1472 yilinda bu^yligi optad^n k^ldirmijtfiT 

'T' '/'/'/ ^ 


/ 


79 


Karamans lord's beph ran tipg alpoutydominion. If God grants, I'll 
make of him the black etdph’s pinion r yp '■/ 

The phrase “I’ll make ofhitTi thir black earth’s minion” ( karayire 
karam ani) means “I’ll mingle him with the dirt”; i.e. “I’ll kill him”. 

This couplet alludes to Sultan Mehmed II’s abolishing of 
Anatolia’s Karamanid beylik or petty kingdom. 2 Mehmed II 
conquered the lands of the Karamanid ruler Kasim Bey, who had 
entered into an alliance with the enemies of the Ottoman state, and 
in the year 1475 he effectively abolished the Karamanid polity. 


This couplet is not found in the ae manuscript copy; it is from page 17 of 
the Georg Jacob edition. 

Translators Note: The beyliks were independent petty kingdoms that 
began to be established throughout Anatolia after the Mongol invasion 
of the 13th century led to the collapse of the Seljuk Sultanate of Rum. 
What would later become the Ottoman Empire began as a beylik centered 
around the town of Sogiit in the late 13 th century. 
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SO 

Ah min azmatin bi-gayr-i iyab 
Ah min-hasretin ala 1-ahbab 


N 


Ah, doniifu olmayan §u gidfehfAdo, dostlaJwhasret gekmekten!.. 

/ 


-■p 

Al 




/ 




O departure, whose return 'witl^nev'efjde! dear friends, how fl 
longing sears me! J Jx d 


terce 


1 (80). AE. niishasmda yer almayan bu Arap£a beyit, Ali Emiri’nin 
Cevahiml-Muluk ’unda 28. sayfada bulunmaktadir. 

2 This Arabic couplet is not found in the ae manuscript copy; it is from page 
28 of Ali Emiri s Cevdhirul-Miiluk. 
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37 

Bilmezem bu hilkat-i alemde mi insaf yok 
Olmadum mi yoksa ben hala seza-yi merhamet 



Acaba, bu alemin yaratiljjindy/mi insaf^ok; yoksa ben heniiz 
merhamete layik mrffmadiirybileyniy^/um! f 

/ \ { / H 


ticking in grace, or is it that I 


I don't know - is it that this wcfm 
have yet to merit its mercy? 


1 (81). AE. niishasinda bulunmayan bu beyit de Ahmet Halit basiminda 
kaynak gosterilmeden, s.80de kaydedilmiftir. 

2 This couplet is not found in the ae manuscript copy; it was recorded on 
page 80 of Ahmet Halit s edition, with no source indicated. 
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Selamet bagina i$ret i^iin basdun kadem cana 
Medid olmadi zevkiim ‘akibet vakt-i hazan ol 


/ -i/ Cf 

Ey sevgili, zevk ve eglence if in tpfamet bagird-ayak bastin; ama (ne 
fare ki), nihayetindtfsonbahar wakf geLifi gatti'ida, zevk ve ne§e dolu 
demlerim kisa surd’udi . , . / 




J/- X 


You set foot in the garden of peace intent on revelry. And soon my joy 
was no more and autumn had arrived. 


1 (82). AE. niishasinda bulunmayan bu beyit Tezkire-i Riza’&an ahnmi§ 
olup, Ahmet Halit basimimn 80. sayfasinda kaydedilmi§tir. 

2 This couplet is not found in the ae manuscript copy; it was recorded on 
page 80 of Ahmet Halits edition, and taken from the Tezkire-i Riza biog¬ 
raphy of poets. 
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S3 

Derd-i ‘i$kun ki beniim munis ii gam-harum ola 
Ha$e li’llah ki dahi yar-i vefa-darum ola 


a3,§itR 


N 


/ 


(Ey sevgili,) a^kinin derdi benifp/yolda$im vefam ortagim olduktan 
sonra, ha$a ki bunding sonra bepimj>a$k/bir vefah sevgilim olsun! 

F / 




' iy ' / ^ 

v /x/ <<v 

farmer and share my pain. And 


May the agony of Loving you We 
God forbid I should ever have another faithful love again! 


1 (83). AE. niishasinda bulunmayan bu beyit Ali Emiri’nin Cevahirul- 
Muluk ’unun 81. sayfasinda kaynak gosterilmeden kaydedilmi§tir. 

2 This couplet is not found in the ae manuscript copy; it was recorded on 
page 81 of Ali Emiri’s Cevahiml-Miiluk , with no source indicated. 


i 

i 


i 

i 


i 

i 







1 


84 


Hattun hadiin yiizini dutdi nitekim ey can 



1 (84). AE / 23b. 
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84. §iiR 

Ey can (sevgilim,) yiiziindeki ayva tuyleriyanagini kapladigmda... 

Metin kisminda belirttigimiz gibi, bu misra, tamamlanmamij bir 
beytin ilk misraidir. Devrin yirmi fairi buna kendilerine gore birer 
misra ekleyerek ayri ayn beyte tamamlamijlardir. 

Hizir Beg : Ayine-i v.iiqiidi dud-i dil-i muhibban 

c^'G- s ~~Jy r 

Giirdni : Ladin tabpk iijrndb'piruze-rize lerzan 

Davud-i Guyende 7 : Cemjet (j^fneplerini briTurdi ebr-i nisan 
Hayali tylebi ;z| : Saf sjxf^ sipsfi-j/^engi etraf-i Rumi yek-san 


Davud-i Guyende j 
Hayali tylebi y 
Bali Pa$a 

Ahmed Pa§a ^ 
Had Hasanoglu 
Mevldnd Kmmi 
Hdce-zdde 


Kadi Aydzmendi 
Mahmud Pa$a 
Sdbiri 
Sabiri Isa 
Kadi-zade-i Serez 


Levh-i kamerde yazdi SSr-i hurufi Yezdan 


yMur4 mdselldm itdi emlakini Suleyman 

r / / /r\ . 

"YSkut ( /sa|l|asiiy j hatt^T gubar-i reyhan 
Levh iizre yazdi hamen ayat-i nazm-i Kur’an 
Etraf-i giil-sitam itdi benefje gerdan 
Bag-i Behi$t icinde giil cevresini reyhan 
Devr-i kamerde Rumi tugra-yi §ah-i devran 
Misk-i Hoten ccrisi giil milketini yek-san 
Rum iklimine zencir gosterdi nazm-i divan 
Giil safhasinda olmi§ miskin benef§e-ef§an 
Hiiccac-i Hind dolmif Mekke icinde ‘iiryan 
Hinduya itdi teslim Riim miilkin Ibn-i ‘Osman 
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SAhibi : San mu^e iri$up Firdevse oldi mihman 

TAlibi : Geldi Habej ilinden Rum icjre buldi iman 

HayrAn-i mudhik : Kara $alu bogiirtlen igde diikam sencan 

AyAzmendi-i mudhik : Yajil yaprag icjinde ho§ yara$ur batincan 

Ali Emiri, AE MNZ 305’de derkenar olarak yazdmij bulunan 
sekiz adet misrayi da bir takdim ciimlesi ile, istinsah ettigi Avni 
divam niishasina dahil etmijtir: 

“Cenab-i Fatih’in divaninda muharrer olan ecvibe §u yigirmiden 
ibaret olup ahiren divan-i mezkur kenarina bir hatt-i diger ile §u 
nezair yazdmi? ve bin tarihinjleB rhnjbjjldem tahrir olmu§ iki aded 
mecmuada dahi goriilmuj'olmagla divan a ilave edildi”: 

MevlAna Hamidiiddin fyfdalAJide Hiiseym(ahiren §eyhulislam 
olmu$dur) •— j : Giil j^ftepFdrjdfdi geldTjiicuda reyhan 

Kadiasker Meidana Mustihuddin fiastaldni e§-§ehir bi-Kesteli 


Talibi 


V :. Devtyi kameryle yazdttwgrayi $ah-i devran 

Mevlana MuhyiddinMuhdmm/d bflacyddin IbrAhim e§-§ehir 
i-Hatibzade Muallim cani !r-l EAiih^ :J ^ 

: Dii$mi§ kenar-i §emse zdl-i sehab-i nisan 


Mevlana Ebheri 
§eyh FirAki 
§erifi-i Amidi 
LA-edri 
LA-edri 


: Zeyn itdi giilistam irijdi taze reyhan 
: Ayine-i ciham kapladi ebr-i baran 
: Giilzar-i hiisn iginde bitdi benef§e reyhan 
: Geldi ecel diriga ujjaki itdi bi-can 
: Bitse benefje yir yir ziynet bulur giilistan 
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And so, soul of mine, the peach fuzz is now abloom on your cheek... 

This verse is the first hemistich of an uncompleted couplet. 
Twenty poets contemporary to Avni used this as an opening verse in 
couplets that they composed 

Beneath this hemistich (“And-Sfv soul of mine, the peach fuzz is 
now abloom on your cheejd’hin the apTrrgn uscript copy are found 
the following hemistichs, writtefi by twenty contemporary poets in 
such a way as to transform the hemistich into a series of collaborative 
couplets: ~! '/'/'/ ^ 


HizirBeg pf : Ayineu vjicjudfdud-i drl^i muhibban 

(“The mirror of fmbeing', it is smbke frofnAhe lovers’ hearts”) 

/.r, . 


Gurani lin^tabjik -Ldruje pfruze-rize lerzan 

(“Turquoise grains are all aqufver upon a plate of ruby”) 

Davud-i Guyende : Cennet cemenlerini bitiirdi ebr-i nisan 

(“And April’s cloud has made the lawns of heaven burst into 
bloom”) 

Hayali felebi : Saf saf sipah-i Zengi etraf-i Rumi yek-san 
(“On par with Anatolia, the Black army in ranks and rows”) 

Bali Pasha : Levh-i kamerde yazdi satr-i hurufi Yezdan 

(“And God has written mystic verse upon the face of the moon”) 
Ahmed Pasha : Mura miisellem itdi emlakini Suleyman 


Ahmed Pasha 
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Sahibi : San murce irif Lip Firdevse oldi mihman 

(“It is as if the ants have come as honored guests to Heaven”) 
Talibi : Geldi Habe§ ilinden Rum icre buldt iman 

(“From Abyssinia they came, found faith in Anatolia”) 

Hayran the comic : Kara galu bogiirtlen igde diikani sencan 
(“Shopping with care for gorse and blackberries and oleaster”) 
Ayazmendi the comic : Ya?il yaprag iginde ho? yara?ur batincan 


(“And so very fitting it is upon the green of a leaf”) 

:< p if 'ii 

In the ae mnz 305 fmanus^rtjbtUAlf ^miri writes eight more 
hemistichs together with an introductory sentence, thus including 
them as well in his version o£ Mykmyd II’s collected poems. 

The introductprjy sentep^e ^as follows: “These twenty 

responses are writtgn in the .divert 7 otUvlehmg'djll. Later, however, 
another hand addeof the following parallel hemistichs. These same 
hemistichs are also fdpftd ihjyvomnlsc^llanies dating to before the 
year ah 1000 (1591/92“de), and soyhcy have been added here as 
well.” 

The additional hemistichs are as follows: 


Mevlana Hamidiiddin Efdalzade Hiiseyni (who Later served as the 
§eyhuhslam ) : Giil defteri diirildi geldi viicuda reyhan 

(“The book of roses is closed up and basil comes into bloom”) 

Chief judge Mevlana MusLihiiddin Kastalani, of Kestel 
: Devr-i kamerde yazdi tugrayi ?ah-i devran 


(“Upon the turning moon is writ the seal of this era’s shah”) 

Mevlana Muhyiddin Muhammed, ofTaciiddin Ibrahim of 
Hatibzade Muallim, to Mehmed II 

: Dii?mi? kenar-i §emse zill-i sehab-i nisan 
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(“And on the corner of the sun falls the April cloud’s shadow”) 
Mevlana Ebhuri : Zeyn itdi giilistam irifdi taze reyhan 
(“And so the fresh basil blooms to ornament the rosegarden”) 
§eyh Firakl : Ayine-i cihani kapladi ebr-i baran 

(“And so the rain cloud has covered the mirror of the world”) 
§erifi of Diyarbakir. Giilzar-i hiisn icinde bitdi beneffe reyhan 
(“In the rosegarden of beauty grow violets and basil”) 
Anonymous : Geldi ecel diriga ‘u§§aki itdi bi-can 

(“Alas! the time of ded!th h^eloihe^njd: slaughtered all the lovers”) 
Anonymous : Bitse beifefje yir yir ziynet bulur giilistan 


(“The rosegardenjs made viokts groyfe here and there”) 


A 7 7 
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